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Renaissance Art Period. 


Renaissance art is the painting, sculpture and decorative arts of the period of European history, emerging as a distinct style in Italy in about 1400, in 
parallel with developments which occurred in philosophy, literature, music, and science. Renaissance art, perceived as the noblest of ancient tradi¬ 
tions, took as its foundation the art of Classical antiquity, but transformed that tradition by absorbing recent developments in the art of Northern 
Europe and by applying contemporary scientific knowledge. 

Renaissance art, with Renaissance Humanist philosophy, spread throughout Europe, affecting both artists and their patrons with the development 
of new techniques and new artistic sensibilities. Renaissance art marks the transition of Europe from the medieval period to the Early Modern age. 

In many parts of Europe, Early Renaissance art was created in parallel with Late Medieval art. Renaissance art, paintings, sculptures, architecture, 
music, and literature produced during the 14th, 15th, and 16th centuries in Europe under the combined influences of an increased awareness of 
nature, a revival of classical learning, and a more individualistic view of man. Scholars no longer believe that the Renaissance marked an abrupt 
break with medieval values, as is suggested by the French word renaissance, literally "rebirth." 


Rather, historical sources suggest that interest in nature, humanistic learning, and individualism were already present in the late medieval period 
and became dominant in 15th- and 16th-century Italy concurrently with social and economic changes such as the secularization of daily life, the rise 
of a rational money-credit economy, and greatly increased social mobility.The influences upon the development of Renaissance men and women in 
the early 15th century are those that also affected Philosophy, Literature, Architecture,Theology, Science, Government, and other aspects of society. 
The following list presents a summary, dealt with more fully in the main articles that are cited above. 


- Classical texts, lost to European scholars for centuries, became available.These included Philosophy, Prose, Poetry, Drama, Science, 
a thesis on the Arts, and Early Christian Theology. 

- Simultaneously, Europe gained access to advanced mathematics which had its provenance in the works of Islamic scholars. 

-The advent of movable type printing in the 15th century meant that ideas could be disseminated easily, and an increasing number 
of books were written for a broad public. 

--The establishment of the Medici Bankand the subsequent trade it generated brought unprecedented wealth to a single Italian city, 

Florence. 

- Cosimo de' Medici set a new standard for patronage of the arts, not associated with the church or monarchy. 

- Humanist philosophy meant that man's relationship with humanity, the universe and with God was no longer the exclusive province of the 
Church. 

- A revived interest in the Classics brought about the first archaeological study of Roman remains by the architect Brunelleschi and sculptor 
Donatello. The revival of a style of architecture based on classical precedents inspired a corresponding classicism in painting and sculpture, 
which manifested itselfas early as the 1420s in the paintings of Masaccio and Uccello. 

-The improvement of oil paint and developments in oil-painting technique by Dutch artists such as Robert Campin, Jan van Eyck, Rogier van der 
Weyden and Hugo van der Goes led to its adoption in Italy from about 1475 and had ultimately lasting effects on painting practices, worldwide. 

-The serendipitous presence within the region of Florence in the early 15th century of certain individuals of artistic genius, most notably Masaccio, 
Brunelleschi, Ghiberti, Piero della Francesca, Donatello and Michelozzo formed an ethos out of which sprang the great masters of the High 
Renaissance, as well as supporting and encouraging many lesser artists to achieve work of extraordinary quality. 


Fresco Paintings. 

Fresco (plural frescos or frescoes) is a technique of mural painting executed upon freshly laid, or wet lime plaster. Water is used as the vehicle for 
the dry-powder pigment to merge with the plaster, and with the setting of the plaster, the painting becomes an integral part of the wall.The 
word fresco (Italian: affresco) is derived from the Italian adjective fresco meaning "fresh" and may thus be contrasted with fresco-secco or secco 
mural painting techniques, which are applied to dried plaster, to supplement painting in fresco, the fresco technique has been employed since 
antiquity and is closely associated with Italian Renaissance painting. 

Middle Ages 

The late Medieval period and the Renaissance saw the most prominent use of fresco, particularly in Italy, where most churches and many gov¬ 
ernment buildings still feature fresco decoration.This change coincided with the reevaluation of murals in the liturgy. Romanesque churches in 
Catalonia were richly painted in 12th and 13th century, with both decorative and educational—for the illiterate faithfuls—roles, as can be seen 
in the MNAC in Barcelona, where is kept a large collection of Catalan romanesque art. In Denmark too, church wall paintings or kalkmalerier 
were widely used in the Middle Ages (first Romanesque, then Gothic) and can be seen in some 600 Danish churches as well as in churches in 
the south of Sweden, which was Danish at the time. 

Early modern Europe 

Northern Romania (historical region of Moldavia) boasts about a dozen painted monasteries, completely covered with frescos inside and out, 
that date from the last quarter of the 15th century to the second quarter of the 16th century.The most remarkable are the monastic founda¬ 
tions at Voronef (1487), Arbore (1503), Humor (1530), and Moldovifa (1532). Sucevifa, dating from 1600, represents a late return to the style de¬ 
veloped some 70 years earlier.The tradition of painted churches continued into the 19th century in other parts of Romania, although never to 
the same extent. 



i-co-nog-ra-phy 

noun: iconography; plural noun: iconographies 


1. The visual images and symbols used in a work of art or the study or interpretation of these. 

the visual images, symbols, or modes of representation collectively associated with a person, cult, or movement, "the 
iconography of pop culture" 

2. a collection of illustrations or portraits. 


Origin: 

early 17th century (denoting a drawing or plan): from Greek eikonographia 'sketch, description', from eikon 'likeness' + 
-graphia 'writing'. 


History: 

Iconography, as a branch of art history, studies the identification, description, and the interpretation of the content of 
images: the subjects depicted, the particular compositions and details used to do so, and other elements that are dis¬ 
tinct from artistic style. The word iconography comes from the Greek eiKibv ("image") and ypcupav ("to write" or to 
draw). 


A secondary meaning (based on a non-standard translation of the Greek and Russian equivalent terms) is the produc¬ 
tion or study of the religious images, called "icons", in the Byzantine and Orthodox Christian tradition (see Icon). This 
usage, which many consider simply incorrect, is mostly found in works translated from languages such as Greek or Rus¬ 
sian, with the correct term being "icon painting". 

In art history, "an iconography" may also mean a particular depiction of a subject in terms of the content of the image, 
such as the number of figures used, their placing and gestures. The term is also used in many academic fields other 
than art history, for example semiotics and media studies, and in general usage, for the content of images, the typical 
depiction in images of a subject, and related senses. Sometimes distinctions have been made between iconology and 
iconography, although the definitions, and so the distinction made, varies. When referring to movies, genres are imme¬ 
diately recognizable through their iconography, motifs that become associated with a specific genre through repeti¬ 
tion. 


Iconography as a field of study 

Foundations of iconography. 

Early Western writers who took special note of the content of images include Giorgio Vasari, whose Ragionamenti, in¬ 
terpreting the paintings in the Palazzo Vecchio in Florence, reassuringly demonstrates that such works were difficult to 
understand even for well-informed contemporaries. Lesser known, though it had informed poets, painters and sculp¬ 
tors for over two centuries after its 1593 publication, was Cesare Ripa's emblem book Iconologia. Gian Pietro Bellori, a 
17th-century biographer of artists of his own time, describes and analyses, not always correctly, many works. Lessing's 
study (1796) of the classical figure Amor with an inverted torch was an early attempt to use a study of a type of image 
to explain the culture it originated in, rather than the other way round. 

A painting with complex iconography: Hans Memling's so-called Seven Joys of the Virgin - in fact this is a later title for 
a Life of the Virgin cycle on a single panel. Altogether 25 scenes, not all involving the Virgin, are depicted. 1480, Alte 
Pinakothek, Munich. 

Iconography as an academic art historical discipline developed in the nineteenth-centuiy in the works of scholars such 
as Adolphe Napoleon Didron (1806-1867), Anton Heinrich Springer (1825-1891), and Emile Male (1862-1954) all spe¬ 
cialists in Christian religious art, which was the main focus of study in this period, in which French scholars were espe¬ 
cially prominent. They looked back to earlier attempts to classify and organise subjects encyclopedically like Cesare 
Ripa and Anne Claude Philippe de Caylus's Recueil d'antiquites egyptiennes, etrusques, grecques, romaines et gaulo- 
ises as guides to understanding works of art, both religious and profane, in a more scientific manner than the popular 
aesthetic approach of the time. These early contributions paved the way for encyclopedias, manuals, and other publi¬ 
cations useful in identifying the content of art. Male's I'Art religieux du Xllle siecle en France (originally 1899, with re¬ 
vised editions) translated into English as The Gothic Image, Religious Art in France of the Thirteenth Century has re¬ 
mained continuously in print. 





Defintion: 


al-le-go-ry 

noun: allegory; plural noun: allegories 


1 .A story, poem, or picture that can be inter] 
or political one. "Pilgrim's Progress is an a 




to reveal a hidden meaning, 
spiritual journey" 



a moral 


synonyms: parable, analogy, metaphor, symbol, emblem; More 
story, tale, myth, legend, saga, fable, apologue 
"Pilgrim's Progress" is an allegory of the spiritual journey" 


a symbol. 


Origin / Etymology: 

allegory (n.) 

"figurative treatment of an unmentioned subject under the guise of another similar to it in some way," late 
14c., from Old French allegorie (12c.), from Latin allegoria, from Greek allegoria "figurative language, 
description of one thing under the image of another," literally "a speaking about something else," from 
alios "another, different" (from PIE root *al- (1) "beyond") + agoreuein "speak openly, speak in the assem¬ 
bly," from agora "assembly" (see agora). Related: Allegorist 












Allegory of the Continents 


Baroque Era. 


Research Platform of the Baroque Era / Research Database Continent Allegories in the Baroque Age. 
Nowhere has the baroque produced such a density of allegories of the four continents - Europe, Asia, 
Africa and America - as in the south of the Holy Roman Empire. In them, the ideas of the Baroque 
manifest themselves in the shape of the world, its political, social and spiritual order, the stranger as well 
as the known. This unique collection documents depictions of the four continents in frescoes, stucco, 
paintings or sculptures in their original outfit contexts. Architectural stories are recorded as well as artists 
and clients. 


Allegories of the four continents - Europe, Asia, Africa, and America - were an extremely popular 
iconographic motifs during the baroque era. It was most prevalent in the Southern Parts of the Holy 
Roman Empire. These allegories express / manifest / carry the imagination / conception / vision of the 
baroque of the shape of the world, its political, social, and spiritual as well as foreign and familiar things. 
This unique collection documents in four continents in frescoes, stucco, paintings or sculptures in their 
place of origin. The historical contextualization contains the building history as well as artists and 
principals. 

The Four Continents. 


In the 16th century the world was devided into four continents: Africa, America, Asia and Europe. Each of 
the four continents was seen to represent its quadrant of the world—Europe in the north, Asia in the east, 
Africa in the south, and America in the west. This division fit the Renaissance sensibilities of the time, 
which also divided the world into four seasons, four classical elements, four cardinal directions, four classi¬ 
cal virtues, etc. 


The four parts of the world or the four corners of the world refers to the Americas (the "west"), Europe 
(the "north"), Asia (the "east"), and Africa (the "south"). 


Depictions of personifications of the four continents became popular in several media. Sets of four could 
be placed around all sorts of four-sided objects, or in pairs along the facade of a building with a central 
doorway. They were common subjects for prints, and later small porcelain figures. A set of loose conven¬ 
tions quickly arose as to the iconography of the figures. Not always but they were normally female, with 
Europe most times being depicted as a queen and grandly dressed, Asia fully dressed but in an exotic 
style, with Africa and America at most half-dressed, and given exotic props as attributes. 


The ancient tripartite view of the world. 

Before the discovery of the New World a commonplace of classical and medieval geography had been 
the "three parts" in which, from Mediterranean ana European perspectives, the world was divided: 
Europe, Asia and Africa. As Laurent de Premierfait, the pre-eminent French translator of Latin literature in 
the early fifteenth century, informed his readers: 


Asia is one of the three parts of the world, which the authors divide in Asia, Africa and Europe. Asia ex¬ 
tends towards the Orient as far as the rising sun ("devers le souleil levant"), towards the south ("midi") it 
ends at the great sea, towards the Occident it ends at our sea, and towards the north ("septentrion") it 
ends in the Maeotian marshes and the river named Thanaus. 
















For Laurent's French readers, Asia ended at "our sea", the Mediterranean; Europeans were only dimly 
aware of the Ural Mountains, which divide Europe from Asia in the eyes of the modern geographer, and 
which represent the geological suture between two fragmentary continents, or cratons. Instead, the divi¬ 
sion between these continents in the European-centered picture was the Hellespont, which neatly separat¬ 
ed Europe from Asia. From the European perspective, into the Age of Discovery, Asia began beyond the 
Hellespont with Asia Minor, where the Roman province of Asia had lain, and stretched away to what were 
initially unimaginably exotic and distant places— "the Orient". 

Africa, by contrast occasionally wears the elephant headdress and is accompanied by animals common to 
Africa such as a elephant, lion, the scorpion of the desert sands, Cleopatra's asps, Etc. These depictions 
come straight from Roman coins with personifications of the Roman province of Africa, a much smaller 
strip of the Mediterranean coast. The abundance and fertility of Africa is symbolized in the cornucopia that 
she holds. Other personifications of Africa at the time depict her nude, symbolizing the Eurocentric per¬ 
ceptions of Africa as an uncivilized land. While some illustration of Africa may depict her as white or 
light-skinned, it was also common to illustrate her with dark skin. 

Asia seen by Europe as a continent of exotic spices, silk, and the seat of Religion, wears rich clothing and 
carries a smoking censer. The continent's warm climate is represented by the wreath of flowers in her hair. 
A camel takes its ease beside her. 


America shows various American Indians (aborigines) in a feathered headdress, with bows and arrows 
almost always dark skinned. In other instances of American iconography, symbols meant to connote 
wilderness and a tropical climate occasionally included animals entirely absent from the Americas, such as 
the lion. Flora and fauna as images were often interchangeable between depictions of Africa and America 
during the seventeenth century. This is likely the case in spite of North America's temperate climate be¬ 
cause of the regions of America which had been explored first. Central and South America received most 
of the Europeans' attention in the early stages of their discovery of America, and it is these regions that 
possess a hot, tropical climate that had already been associated with Africa. 


In addition to having an untamed landscape, America was portrayed as a place of savagery by virtue of 
the people who inhabited it. As Claire Le Corbeiller explains, America "was usually envisioned as a rather 
fierce savage - only slightly removed in type from the medieval tradition of the wild man. Evidence of dis¬ 
memberment, such as disembodied heads, in addition to America's bow and arrows and her lack of cloth¬ 
ing were all meant to connote savagery. Such imagery was not uncommon in depictions of the Americas, 
but it was not always the case. 


The Renaissance associated one major river to each of the continents; Europe is represented by the 
Danube, Africa and Asia by the Nile and the Ganges respectively, and America is represented by the La 
Plata. The Four Rivers theme appears for example in the Fontana dei Quattro Fiumi, a 17th-century foun¬ 
tain in Rome designed by Gian Lorenzo Bernini in the Piazza Navona in Rome, and in the painting The 
Four Continents by Peter Paul Rubens. Fountain of the Four Rivers, (Danube, Nile, Ganges, La Plata). With 
the confirmed discovery that Australia was an island continent, the theme of the " Four Continents" lost 
much of its drive, long before a sixth continent, Antarctica, was discovered. The iconography survived as 
the Four Corners of the World, however, generally in self-consciously classicizing contexts: for instance, in 
New York, in front of the Beaux-Arts Alexander Hamilton U.S. Custom House (1907), four sculptural groups 
by Daniel Chester French symbolize the "Four Corners of the World." 
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Kirchhaslach (Lower Allgau) 


Building type: Church 


Location: Germany 




.1 



i 








































































































r 

























































































































4 

> 


s 


/ 

4 



/, 





i 


* ^r v 


* 4 
% 


f 



> 








/ * 





#" hF 




/*■*'■* 
/ 




V / 

*w/ 

/ 




L' 


1 


* 




\\ 



V 

V 


dfc. 

w • 

F" <r 

<* r- ( *^pr 

IQr** - ^Myjra 

fcj 


\ 


\ 



* 


\ 


( 


A 


% 

\ 


r 





t * 



/ 





f 


• *■<»« 



»* 


\ 




m k 


/ 


, * * 



/ 




* *' 



I 


■JT 



V 




* . . . 

AI 


/ * 


< > 


I 













































Kirchhaslach (Lower Allgau), Our Lady 
[Frescoes] 

Period of design: 1680 to 1710 
Artists: Johann Friedrich sickle leg. 

Theme Description: Glorification of Mary as a source of grace through the four continents. 

Left to right: America(Headdress), Europe(Crown), Asia(Turban), Africa(Tusk), 

Source for continent order: ( https://translate.google.com/translate?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien%2Fkirchhaslach-unterallgaeu-unserer-lieben-frau-fresken) 


Mary with child sits on the pedestal of a fountain. From mussel shells she and the child pour water into bowls, which are 
stretched out by the representatives of the four continents. The personifications flank the fountain in pairs: on the left Europe and 
America; right Asia and Africa. Based on their habits and their attributes, they are clearly recognizable: 

• Europe - brocade cloak, crown, light complexion 

• Asia - ermine coat, turban, goatee 

• Africa - brown skin, bared upper body, an elephant tusk 

• America - brown Incarnate, feather crown 

For more information on the tradition of the Fons-Gratiae representation, see the right sidebar the glossary term "The 
gracious Maria". 

Iconography of the overall equipment (medium-specific) 

From West to East: 

ORGAN EMPORE 

• parapet 

o above: 

■ Jacob's Ladder - Banner: SCALA COELI 

■ two angels with banners: ALLELUJA! ALLELUJA! IALLELUJA! ALLELUJA! 

■ Glorification of Mary and Child by members of the Marian Brotherhood - Banner: GLORIABUNTUR IN TE 
OMNES. 

o below: 

■ Flower vase on pedestal - banner: ODOR OMNIS IN UNO. 

■ Milky Way at the Sky Firm - Banner: NON SUNT OBNOXIA LABI. 

■ View of a city - Banner: BETHLEHEM 

■ Maria steers ships safely into the harbor - Banner: ERR ANTES COLLUSTRAT. 

■ Maria feeds the hungry - Banner: DE LONGE PORTANS PANEM. 

■ Shroud Madonna (Ship) - Banner: SALVOS FACIS SPERANTES IN TE. 

■ Maria as a rescuer of Stranded - Banner: SENTIANT OMNIS TUUM IUVAMEN. 

■ View of a city - Banner: NAZARETH 

■ Laurel tree in the midst of lightning and burst trees - banner: INTACTA TRIUMPHAT. 

■ Palm Tree in Landscape - Banner: PRETIUM COGNOVIMUS USU. 

• Blanket: 

o above: 

■ Maria exchanges her heart with a kneeling man - Banner: PRAEBE MIHI COR TUUM 

■ Maria shoots at the heart of a kneeling woman - Banner: VULNERASTI COR MEUM 

o below: Death of Abimelech through a millstone during a siege - Banner: IPSA CONTERET CAPUT TUUM - 
surrounded by four emblems: 

■ Crown and laurel wreath - banner: ARM A NOBILITATIS 

■ Scepter wrapped in roses - banner: LEX CLEMENTIAE 

■ Sundial on a table - banner: SINE TE NUNQUAM 

■ Heart with open entrance - banner: SEMPTER PATET 
LONG HOUSE 
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• northern aisle: 

o Mary with a star wreath leads the moon goddess - Banner: PULCHRIOR LUNA. 

o Mary and Christ nourish the world with milk and blood - Banner: SUA ALIENAQ [UE] PIGNORA NUTRIT 
[reconstructed] 

o Maria in Rosenhag - Banner: QUASI PLANTATIO ROSAE 

o Crucifixion of Christ - banner: MATER PULCHRAE DILECTIONIS [reconstructed] 

• Nave: 

o northern punches: 

■ Putti try to extinguish a burning rock - Banner: ADVERSIS CLARIUS ARDET. 

■ Libra, on one side military equipment and on the other, deeper side rosaries - Banner: QUID ARMA 
POSSENT? 

■ Eagle breaks a crescent moon - Banner: SIC FORTIA CONTERUNTUR. 

■ Fruit tree with a monogram of Mary - banner: FRUCTUS TUUS DULCIS. 
o northern page pictures: 

■ Hand threatens a Hydra with a club - Banner: MIHI NON HAEC MONSTRA NOCEBUNT. 

■ Jael kills Sisera - Banner: MULIER FORTIS. 

■ a dove with branch reaches the floating Noah's Ark - banner: NUNTIA PACIS. 
o Means images: 

■ Tower on rock in the water - banner: VIS NULLA NOCEBIT. 

■ Battle for the Tugendburg under the flag "MARIA" 

■ Mary as patroness in the battle of Lepanto 

■ Glorifying Mary as intercessor before the wrathful Christ through St. Dominic 

■ Rose in floral wreath - Banner: INTER OMNES. 
o southern side pictures: 

■ Arrows bounce off a black disk against a wall - banner: HIC FRUSTRAIRRUIMUS. 

■ Judith beheaded Holofernes - Banner: TU LAETITIA ISRAEL. 

■ Star image of the Virgin in the Zodiac - Banner: COELESTES TEMPERAT IRAS, 
o southern punches: 

■ Eagle surrounded by lightning - Banner: NON IUS HABERE NOCERE 

■ Hand from the clouds with a rosary swathed sword - Banner: PVLCHRVM EST CLARESCERE VTROQ 
[UE] 

■ Solar Eclipse - Banner: CLARAMQ [UE] REDEGIT IN UMBRAS 

■ Two eagles fly towards the sun - Banner: EOS AD SIDERA DUCO. 

• southern aisle: 

o Escape to Egypt - Banner: VITAM FUGIENDO TUEMUR. 

o Mary with child and Joseph draws water from a well - banner: PRAEBIT DELICIAS. [Reconstruction] 
o Maria accompanied by two virgins in a garden - Banner: GERMINABIT SICUT LILIUM. 
o Maria Immaculata with mirror in the company of Joseph and Godfather, who deletes the burning bush - banner: 
MACULA NON EST IN TE. 

CHOIR SHEET 

3 images: Mater tools flank a sun 
CHOIR 

• northern side wall: 

o a woman from Tekoa implores mercy for the king's son Absalom from King David (2 Sam 14:21) - Banner: 
PLACATUS FECI VERBUM TUUM 

o Abigail asks King David for mercy for Nasbal (1 Sam. 25:35) - Banner: AUDIVIVOCEM TUAM 
o John the Baptist 

o Vineyard and cereal field - Banner: ESURIENTEM SATIAVIT BONIS 

o Rosary + inscription cartouche: REGINA SACRATISSIMIROSARII + Sculpture of the Crescent Madonna + 
Nativity Scene Adoration of the shepherds 

• northern page pictures: 

o rose 

o Deciduous tree with various animals as a symbol of the seven vices - Inscription: IN TUA UMBRA VIVEMUS. 
o Sun over landscape - Banner: OMNIBUS OMNIA, 
o coat of arms 

• Means images: 
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o the Kirchhaslach miraculous image hovers over the church - Banner: HIC HABITABO 
o Mary as Intercessory to God the Father - Banner: MONSTRA TE ESSE MATREM. 

o Glorification of Mary as a source of grace through the four continents - Banner: IN STILLICIDIIS EIUS 
LAETABIMUR 

o Marian and Christ monogram 

• southern side pictures: 

o lily 

o Rainbow over landscape - Banner: SERENITATIS NUNTIAE. 
o Polarstern over a sailboat with torn sail - Banner: SUCCURRE CADENTI 
o coat of arms 

• southern side wall: 

o King Solomon sits on the throne beside his mother (3 Kings 2:20) - banner: NEQUE ENIM FAS EST UT 
AVERTAM FAVIEM TUAM. 

o King Solomon receives the Queen of Sheba (3 Kings 10,13) - banner: DEDIT REGINAE OIA [= OMNIA] QUAE 
VOLUIT & PETIVIT AB EO. 

o burning incense burner on table - banner: ORATIO TUA SICUTINCENSUM 

o Nativity scene: the Adoration of the Saints 4 Kings [EARTHED] 

Written sources and pictorial templates 

The extensive mariological program of the Kirchhaslacher pilgrimage church, which develops within smaller and larger ceiling 
mirrors over the entire ceiling of the three-aisled church, was first published in Augsburg in 1714 and then in a second edition in 
1726 in Mindelheim under the title " Gnaden-Gebau ... zu KirchhaBlach ..." published in text and image. This booklet was not 
only conceptual IT1 used as a template for other church rooms, but also contributed significantly to the dissemination of the 
image itself or as Cornelia Kemp concluded: Its effect was "only with the popularity of the Symbolograpia by J. Boeschius 
[Augsburg 1701 and Dillingen 1702] comparable "(121). [2] 

Within the source corpus, two of the Fons-Gratiae combinations ( Bernbeuren and Kranzegg ) relate directly to these. An indirect 
successor can be found in the cemetery chapel of Baverischzell , where the base figure of the serving Maria was replaced by the 
Sorceress of Mourning and the graceful water flows directly from the fountain. 

For further information on the theme "The gracious Mary", see the right side bar the corresponding glossary term. 



Like in Giinzburg and Mussenhausen. 


Also for other scenes they were exemplary see for example in Ailsingen (protective mantle, Jericho, etc.), Lehenbiihl (Noah's 

Ark, Schutzmantelmadonna), Giinzburg (choir), Bernbeuren (Langhaus), Mussenhausen (choir stalls) and many more outside of 

the recorded EA holdings. Cf. in detail Kemp ^ 7 , 1981,122. 

° Emblematik 


workflow 

Excerpt from the dissertation by Marion Romberg "The world in the service of denominations. Erdteilallegorien in village 
churches in the area of the prince bishopric of Augsburg in the 18th century "(72f.): 


The church building to Kirchhaslach dates back to the 15th century. While the renovations in the 17th century were limited to the 
interior decoration, it was the renovation at the beginning of the next century, which gave the church its present appearance. 
Owned by the Fugger-Babenhausen family in 1539 and owned by a Babenhausen curate and a magnate of a thriving St. Mary's 
pilgrimage, the church was fitted between 1707 and 1710 by the plasterer Matthias Miller and the painter Johann Friedrich 
Sichelbein. The interior is still very much a child of its time: The plastic stucco dominates the interior design; The wall and 
ceiling painting, which is spread over smaller and medium-sized mirrors, is still of secondary importance. [...] In Kirchhaslach 
the equipment program stands under a superordinate overall message, which places Maria as patron and intercessor of the sinners 
in the center of faith; a program, whose "honor-Gemahl and emblems, with which our after God Dir [God's] dedicated church is 
ausgezieret" in 67 copper engravings 1714 in the pilgrimage book grace-building of the surrendereded mother of GOD I And all- 
time virgins MARIA I As dermahlen to Kirchhafilach With all sorts of praise and honor-Gemaehlen is presented ... was explained 
and spread and found many successors. 

Choice of topic as well as financing are closely connected with the pilgrimage, which flourished since the 15th century, to the 
image of the Virgin, a seated Madonna, as well as the Rosary Brotherhood founded in 1627. On the importance of the 
Brotherhood, whose celebration since October 7,1572 related to the praying assistance of Our Lady for the victory of the 
Catholic League over the Ottomans at Lepanto 1571, refers to the substantive emphasis on the role model of Mary as a battle 
helper, the " in the picture program of the nave: In three successive mirrors, beginning in the west, Maria finds herself fighting 
for the Tugendburg, as a fighter in the Battle of Lepanto and finally as an intercessor for St. Dominic before the wrathful Christ 
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pictured in the sky with the three plague arrows. This fresco, placed in front of the choir, leads to the graceful tenor of the choral 
program: glorification of the image of grace, Mary as intercessor before God the Father and finally above the high altar 
glorification of the grace and life-giving Virgin Mary through the four continents. The spatial and contentwise division into two 
parts, the successive structure [5]. , also corresponds to the two equipment contexts that are used within religious places of 
attachment: The moment after proselytizing (long house) is followed by the moment of homage (chorus) , 


Both the first stone church and the beginning of the pilgrimage are with Albrecht von Hohenrechberg, who had acquired the rule 

Babenhausen 1378, and his son Veit, who had taken over the rule in 1386, in conjunction. See Dorn . 7 . , 7 7 7 7 

J pilgrimage Kirchhaslach 

1970, 140-142. 


r ~ n Kirchhaslach ~ ~ 7 .. 1714, foreword "zur Schrifft". The 7 . . . was relocated to Augsburg; in a second 

[21 Gnaden-Gebau editio pnnceps 


edition the book was published in 1726 in Mindelheim. 


rai Cf.Vocelka/Heller r 7 ,1997,21. 

[ 4 Lebenswelt 


[41 


From the sermon text of Joseph Fischer 1758 (18): "The crowned, and crimson heavenly ko. Maria. That is: honor = 


consolation = praise = and jubilation = preaching. As the first auspicious Saeculum, or a hundred year old thanks = and jubilee = 
feast of insertion of the lobl. Ertz = Brotherhood of the Most Holy Rosenkrantzes in the Lobl. Pfarr = GotteseshauB of the holy 
spirit to Apfeldorff Anno 1758 highly gently committed " 


Here I contradict Mechthild Mueller, which in her dissertation of 1991 the entire image program (and here in particular the 

continents) underlies a purely missionary claim. See Muller T 7 . 1991,74f. 

r J J In hoc vince 

A complete list of the literature used in the dissertation can be found in the database under Biblio graphy> Dissertation . 
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Kunstverl., 1981. 

Stoll, Peter . ^Johann Friedrich Sichelbein And The Frescoes Of The Pilgrimage Churches Kirchhaslach And Lehenbiihl 
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Muller , Mechthild . Hn Hoc Vince - Battle Representations At Southern German Church Ceilings In The 18th Century. Function 
And History Interpretation^ . European university publications: series 28 . European university publications: series 28. Fang, 
1991. http://swbplus.bsz-bw.de/bsz023405171inh.htm . 

Thom, Fudwig . The pilgrimages of the Diocese of Augsburg . 2nd, erw. Aufl. Aufl. Augsburg: Verl. Winfried-Werk, 1961. http:// 
permalink.obvsg .at/AC05770291 . 

Thorn, Fudwig . ^_The pilgrimage Kirchhaslach In 14./15. Century . Yearbook of the Association For Augsburg Diocese History 
4th Yearbook Of The Association For Augsburg Diocese History (1970): 133-150. 

This one, Karl . The Marian Symbols In Kirchhaslach . Krumbach in Swabia, 1969. 

Epple. Alois . ^_The Stiller. A Swabian Baumeister- and Stukkatorenfamilie From WessobrunnJ! . Ars Bavarica 33/34. Ars 
Bavarica (1984): 1-85. 

Glaser, Sabine . " Art Historical Notes to the KreuzherrenklosterJ] . In The Kreuzherrenkloster In Memmingen . Contributions to 
History and Restoration . Bd. 116. The Kreuzherrenkloster In Memmingen. Contributions to History and Restoration. Munich, 
2003. 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/kirchhaslach-unterallgaeu-unserer-lieben- 
frau-fresken 
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Hippach (PB Schwaz), SS. Ingenuin and Albuin 

Period of design: 1699 -1701 
Artists: Josef Michael Schmutzer 

Theme Description: The four continents pay homage to the church. 

Left to right: Europe, Africa, America, Asia 

Source for continent order: 

(https ://translate.google.com/translate ?hl=en&sl=auto&tl=en&u=https%3A%2F%2Ferdteilallegorien.uni vie.ac.at%2Ferdteilallegorien%2Fhippach- 
pb-schwaz-ss-ingenuin-und-albuin&sandbox= 1) 


In the vaulted segment, framed by a massive, white stucco frame, the four continents of the earth kneel on either side of a globe bearing the model of 
a church building. In the clouds above, the Holy Spirit, God the Father and Christ are depicted. 

All four continents are represented by royally dressed female allegories. Europe, on the left, wears a crown on her head, her hands are laid out in a 
humble posture, her gaze is turned upwards. In front of her piled on a red cushion symbols of military and monarchical power: a helmet, a duke's 
hat, a jagged crown and a scepter. Next to it, a bit to the rear, America is kneeling. With her hands on her chest, she looks at the model of the church 
in front of her. She wears a feather headdress, under the wide coat part of her feather skirt is visible. Opposite her, on the other side of the globe, 
Africa kneels. She too is dressed in colorful colors. On her head sits a turban with lush feather ornament. She gestures with both hands, her eyes 
fixed on the golden smoker standing in front of her. Right outside joins as the last continental theory Asia. Striking is her fur-lined red coat and the 
red turban wound around a pointed cap. 

The sailing ship and the palm tree in the background (left and right, respectively) are probably to be interpreted as attributes of America and Asia. 
The former refers to the overseas situation of the New World and maritime trade, the second to the exotic landscapes associated with the Orient. 

The tribute scene of the four continents forms the counterpart to the opposite fresco of the second longhouse yoke. This shows the homage of the 
temporal and spiritual power in front of the church. In both frescoes, the church is represented by identical models of a tempietto, each standing on 
the globe. In the case of the continental fresco, a golden allegory with the insignia of the papacy (Tiara, Pope's Cross) and the book with the seven 
seals is painted on the front of the model. On the homage scene of secular and spiritual power, however, there is an allegory of the Ekklesia with a 
cross and a goblet. 

Iconography of the overall equipment (medium-specific) 

LONG HOUSE 

• via organ loft: 

o Gusset left: church father Augustin 
o Gusset right: Church father Hieronymus 
o Middle medallion: holy Hartmann 

• 1st yoke: 

o Fresco left: Sermon on the Mount 
o Fresco on the right: Vocation of Peter 

o Middle medallion: hll. Cassian and Vigilius (diocesan patron of Trento) 

• 2nd yoke: 

o Fresco on the left: the secular and spiritual powers pay homage to the church 
o right fresco: the four continents pay homage to the church (Ekklesia) 

o Middle Medallion: Saint Ingenuin and Albuin (church patron and diocesan patron saint of Bressanone) 

• 3rd yoke: 

o left fresco: Christ as world ruler 

o Fresco on the right: Jesus appears to the disciples 

o Middle medallion: hi. Peter Canisius (Diocesan Patron of Innsbruck) 

• in front of the choir arch: 

o Gusset left: Church Father Gregory 
o Gusset right: church father Ambrosius 

CHOIR 

• central fresco: Resurrection 

• Gusset: the four evangelists, clockwise from the left Matthew, Mark, Luke, John 
Conservation status and restoration 

Between 1879 and 1881, some frescoes by Franz Pernlochner in Neo-Romanesque style were over-painted with glue colors. 1914 was a partial 
exposure of the painted over frescoes and the Neumalung a side fresco by Matthias Schiestl. 1970 to 1974, the original Baroque frescoes were 
uncovered. In 1976, the removal of the 1883 and 1914 created ceiling paintings. Wolfram Koberl painted new frescoes (Christ as world ruler in the 
3rd Langhausjoch, resurrection of Christ surrounded by the evangelists in the choir and longhouse medallions). [1] 


Orlik 2001,6f. 
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author 
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Orlik , Peter . Parish Church To The HU. Ingenuin and Albuin . Salzburg: Verlag St. Peter, 2001. 
Federal Monuments Office ,. Dehio Tyrol . Vienna: Anton Schroll & Co, 1980. 


See original site in german: https:llerdteilallegorien.univie.ac.at/erdteilallegorien/hippach-pb-schwaz-ss-ingenuin-und-albuin 
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Tratten (PB Hermagor), SS. Lucia and Jodokus 

Building type: Church - Location: Germany 
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Tratten (PB Hermagor), SS. Lucia and Jodokus 


Period of design : Around 1700 
Artists: n/a 

Theme Description : Mary as intercessor before the Holy Trinity, surrounded by four continents. 

Left to right: Africa , Europe , America , Asia 

Source for continent order: (https ://translate .google .com/translate?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien%2Ftratten-pb-hermagor-ss-lucia-und-jodokus) 


The heavenly scene shows Mary as an intercessor before the Trinity. The Mother of God, Christ and God the Father kneel in a 
relationship, sitting on a bank of clouds, hovering in a halo of the Holy Spirit in the form of a dove. 

In the earthly scene, the male allegories of the four continents are arranged around a large globe. In the foreground on the left 
kneels Europe in the guise of a prince in armor and purple cloak. The Caesarian laurel wreath sits on the hair, in the outstretched 
right hand, the figure holds a commander staff. At their feet on a red cushion rests a corolla crown, which corresponds to the detail 
of the cross on the hanger of the Rudolfs crown. Next to it is a scepter. 

Opposite the European theory, on the right side of the globe, stands Asia. She is shown as an oriental dignitary wearing a turban and 
flower-embroidered coat. Africa can be seen on the left behind Europe, personified by a dark-skinned figure in kaftan and coat. She 
hurries up with a golden smoker, who presents Mary with raised hands. Opposite on the right, behind the Asian theory, is the 
personification of America with crown, collar and skirt of white and red feathers. 

Iconography of the overall equipment (medium-specific) 

LONG HOUSE 

• Main fresco: Mary as intercessor before the Holy Trinity, surrounded by allegories of the four continents 

• medallions: 

o On the choir side, Fathers of the Church: St. Gregory and Ambrose on the left, St. Jerome and St. Augustine on the right 
o Emporenseite, the four evangelists: on the left Matthew and Mark, on the right Luke and John 

CHOIR 

• central fresco: Resurrection 

• Medallions on the side walls: on the left Saint Ulrich and Lucia, on the right St. Andrew 
Dating and attribution problem 

Neither artist nor date of origin of the nave fresco in SS. Lucia and Jodokus are known. Obviously, the frescoes are attributed to the 
late Baroque. The naive character of the work and the stiff posture of the figures are strongly reminiscent of similar representations 
of the earth in Tyrolean and South Tyrolean churches from the late 18th century and from the first half of the 19th century. Here, 
too, the widespread composition of the continents around the globe was taken up. Particularly noteworthy are SS. Herma g oras and 
Fortunatus in Albeins (1858), but also St. Martin in Mittewald (1832), St. Veit in Qbertelfes (1826) or the Maria Himmelfahrt in 
Tisens (1780). Thus, the fresco of the church Trattener after all, another example of the long adherence to the subject of the four 
continents in the image programs of the North and South Tyrolean village churches. 

Dehio Carinthia 2001,962. 

author 

• Josef Kostlbauer 
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See original site in german: https://erdteilallegorienMnivie.ac.at/erdteilallegorien/tratten-pb-hermagor-ss-lucia-und-jodokus 


22 















Arnstorf (Rottal-Inn) 

Building type: Castle - Location: Germany 
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Amstorf (Rottal-Inn), Upper Castle 

Period of design: 1700 to 1720 
Artist: Melchior Steidl 


Theme Description: 

Phoebus Apollo in the sun chariot, surrounded by the four continents 

As described below: Africa(elephant), Europe(Horse), Asia(Camel), America(Parasol) 


Source for continent order: ( lhttps://erdteilallegorien.univie.ac.at/bilder/arnstorf-rottal-inn-oberes-schloss/arnstorf-rottal-inn-3l ) 



The ceiling painting created in 1714 by Melchior Steidl in the rectangular Emperor's Hall of the Upper Castle in Arnstorfis articulated by 
elaborate colonnade pseudo-architecture, populated with various figures and in the center of the ceiling and in the middle of the narrow sides 
the view of representatives and scenes of the mythological gods opens. Dominating everything, the radiant sun god Apollo steers his sun- 
chariot drawn by four white horses over the firmament in the middle of the ceiling. He is surrounded by a multitude of young women praying 
on clouds. To the right and left of this scene are two coats of arms. Below this, on the narrow sides to the east, is the representation of the 
sleeping Endymion, who was put to sleep by Zeus at the request of Zeus, and in the west Zeus and Dione, the mother of Aphrodite. In the 
middle of the long sides between the corner colonnades, two nude representations each flank an image cartridge with scenes executed in 
grisaille. In the four corners of the ceiling frieze are the four continents: Europe and Africa flank Zeus and Dione, Asia and America flank 
them Selene and Endymion. All are female and sit in front of the colonial architecture on an architectural lead. 


Europe, a young female figure, wears a long white robe that is pleated and features a round neckline and wide balloon sleeves. Her wavy hair 
is worn under a closed golden crown combed on the neck. Over her left shoulder, behind which the contour of an eagle can be seen, Europe 
carries a rich brocade slope, whose inside is covered with ermine bellows and in its size still far exceeds the church model, to the left of 
Europe. Her left hand rests on the dome of the Tempietto. In her right hand, the female figure shows a filigree golden scepter, which she 
supports on a round, red ornamental cushion with golden tassels. A giant purple cloth at the feet of Europe directs the observer's gaze to the 
attributes below the architectural projection on the painted cornice. On the right hand is a white horse for the ballotade, between whose front 
hooves masonry (?) Was piled up. On the left hand lie a sheet of music, the staff of Aesculapius and stacked books, one of which is opened in 
the middle. On the left side you can read the year of manufacture of the artwork and the signature Steidls: "1714. Melchior Steidl. " 


Africa, depicted as a dark-skinned young woman, sits in front of red and orange flags. She wears a red and yellow turban decorated with a 
feather attached to a brooch. In her right hand she holds a bright green parasol, while resting her left arm on a shield that is half covered 
with leopard skin. The pink robe with golden trim on the hem is wrapped around the body as a wrap dress and fixed with a narrow brown belt 
around the waist. The fabric is gathered at the right knee and reveals golden, laced sandals. Africa's neck and ears adorn a single-rowed 
pearl necklace and pearl earrings. Left hand accompanies the personification of a crocodile. On the other side of Africa, below the 
architectural projection, from which a white fabric with gold-embellished hem and fringes flows onto the mantelpiece, there is an elephant 
and an ostrich tap. 


In the corners of the eastern narrow side, Africa vis-a-vis, on a bright red seat cushion the representative of America, having bent the right 
leg and hanging down the left over the architectural projection. She sits in the middle of her attributes: flags behind her, a red parasol in her 
right hand, a large shield underneath, her left hand resting on an upturned sack of gold coins. The black of her skin contrasts with her 
colorful clothing, which is mostly made of feathers and leaves the upper body and arms and legs bared. Her head is crowned by a lavish 
feather circlet that springs from a hoop of gold and pearls, and consists of smaller white-gray feathers around a centrally set large red 
feather. It wears pearls for neck and ear jewelery, and even the leather chest strap, which holds the quiver of arrows on its back, is provided 
with a series of pearls. The completion of her golden sandals, as well as the maturity on her forearms and her waist-worn skirt consist of 
countless multicolored feathers, each attached to golden twisted ribbons. In addition, America wears a golden belt around the waist, which is 
closed above the belly button in the middle by a decorative knot. A number of animals accompany the personification: two jaguars and three 
parrots. One of the jaguars lies on the left side of America on the architectural ledge, while the other rests underneath his "companion" and 
breathes it. 


After all, Asia is dressed in a pink tunic with wide-cut sleeves. The garment is provided in the middle and on the decollete with a golden belt 
or hem and covered by its excess length resting on a red cushion with golden tassels legs. Asia wears on its head a turban wrapped in white 
fine cloth, which rises from a golden diadem and is decorated on the front side by a ere scent-shaped brooch on which yellow and blue 
decorative feathers are attached. Bead cords are attached to the head of the turbans and are also used as adornments of the neck and ears. 
Asia supports with its right hand on a metallic shield, in the middle of which sun and crescent moon are to be seen as fine engravings. With 
her left hand, the representative of the Orient leans against a halberd whose stalk is hidden behind the back of a servant kneeling beside her. 
Behind Asia are once again flags, at the foot of the Asia are next to a lavishly knotted carpet several bales of cloth and to see on the lowest 
level of the pseudo-architecture a transport ready, jute-wrapped packet. On the same step is a camel with red-gold bells and splendid bridles, 
with feathers on the head and heavy green cloth draped over the back. 


Iconography of the overall equipment (medium-specific) 
BLANKET 


• western narrow side: 

° Africa 

° Zeus and Dione (Aphrodite) 
° Europe 
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• Center: 

o the triumph of the sun god 
o family Crest 

• eastern narrow side: 

o Asia 

o the sleeping endymion 
o America 

NORTH WALL (garden side) 
grotesque painting 
WESTERN WALL (narrow side) 

• Bacchus - autumn and water 

• Hestia - winter and fire 

• Individual representations of the family estate: 

o Chub 
o Schoenburg 

SOUTH WALL (courtyard side) 

• Grotesque painting with hijackings performed in grisaille, including 

• Individual representations of the family estate: 

o Blocking (Pocking 
o Hirschhorn 
o pipe 

o Ruestorff (Ruhstorf) 

EASTERN WALL (narrow side) 

• Flora - spring and earth 

• Demeter - summer and air 

• Individual representations of the family estate: 

o Gladly 

o Arnstorf (Arnstorf) 

Conservation status and restoration 

Since the end of the 1970s, restoration work has been carried out on the castle again and again. In 1987, the Kaisersaal was last restored. [1] 
Cf. Dehio Bayern 2/2008,41. 
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Telfs (PB Innsbruck Land), Immaculate Conception of Mar); 


Building type: Church - Location: Germany 
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Telfs (PB Innsbruck Land), Immaculate 
Conception of Mary 


Period of design: 1704 - 1705 
Artists: Hilary Auffenbacher 


Theme Description: Maria Immaculata, worshiped by the four continents. 

Left to right: Europe , Africa , America , Asia 

Source for continent order: ( https://erdteilallegorien.univie.ac.at/bilder/telfs-pb-innsbruck-land-unbefleckte-empfaengnis- 
mariens/telfs-fotos-2 ) / ( https://translate.google.com/translate?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie .ac .at%2Ferdteilallegorien%2Ftelfs-pb-innsbruck-land-unbefleckte-empfaengnis-mariens ) 


The construction of this remarkable image is decidedly static. At the center is the Immaculata on the crescent moon above the globe 
(Rev 12: 1-5). Her hands are folded, her eyes are turned upwards, her head is surrounded by the starry wreath. Two putti show 
white lilies and roses as symbols of purity. 

It connects the globe, symbolized by the globe and the four continents as representatives of humanity with the heavenly sphere. 
There, the Trinity is represented by the superimposed godfather, baby Jesus with cross and Holy Spirit in the form of a dove. A 
gloriole in the form of a sharply demarcated isosceles triangle, whose point points down to Mary, connects the three. Angels of 
angels surround this representation of the Trinity on both sides. 


Static is also the composition of the lower half of the picture. On both sides of the Immaculata, the kneeling continents and four 
Franciscans are arranged in three rows. Everyone looks up at the brightly shining head of Mary. The two Franciscans on the left are 
clearly identifiable. It is St. Francis with a crucifix and stigmata on his crossed hands. In addition, in the red cardinal's dress, St. 
Bonaventure with pen and book. The two younger Franciscans on the opposite side are not so clear. The palm branch in the hand of 
the one refers to the martyrdom. The other is about to write a pen in a book, indicating a Franciscan theologian who wrote on the 
subject of the Immaculata. Schreiber here proposes the identification as Johannes Scotus, who bore the nickname Doctor Marianus. 
[ 1 ] 


Europe is portrayed as a prince, in a harness, with a long wig. On the bent knee rests a red cushion with a crown and a general's 
staff, at his feet lies the deposed helmet with plume. Nothegger identified this figure with Emperor Joseph I, and indeed the 
portrayal of ruler portraits corresponds to this monarch. [2] 

Opposite is the allegory of Asia: an oriental prince with a turban and rich garments. A chain with a crescent and a golden mace 
point to Islam and to the warlike despotism associated with Asia, but especially with the Ottoman Empire. Behind Europe kneels 
the personification of Africa, behind Asia those of America. Both are characterized as barbarian princes by dark skin color, naked 
torso, over the shoulders they carried wide cloth webs. Africa's golden crown, bracelet and sash also points to the riches of this part 
of the world such as the feather crown and the pearl jewellery of America. In the arrangement of the continents with Europe and 
Asia in the foreground and America and Africa in the second row expresses a usual Hierarchisierung, which differs in principle 
equality of the continents between civilized and wild or at least then continues writing common attribution. 

Around the globe at the feet of Mary, the serpent of temptation curls, holding in its mouth the apple of the tree of knowledge (Gen 
2,9). The image of this tree, which stands alone in a wide landscape, is drawn into the circle of the globe itself. In a notable use of 
medial paradox, the sphere is simultaneously a circle, it is an illusion of three-dimensionality and a two-dimensional image of the 
tree. 


The liturgical worship of Mary Immaculata was already established at the General Chapter of the Franciscan Order of Pisa in 1263. 
Pope Clement XI. In 1708, the celebration of the Feast of the Immaculate Conception was obligatory for the entire Church. The 
motive of the Immaculata is deeply anchored accordingly, also the connection with the continents is to be found frequently. 

fl] Schneider 2005,119-121. 

[ 2 n Schneider 2005,119. 

Iconography of the overall equipment (medium-specific) 
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• Center: Maria Immaculata, worshiped by the four continents 

• Upper half of the picture Trinity, angels, putti with white lilies and roses 

• lower half of the picture: 

o kneeling on both sides of the globe allegories of the four continents: Europe and Asia, followed by America and Africa 
o behind each two holy and blessed Franciscans: 

■ left: Francis and St. Bonaventure 

■ right: Franciscan with palm, Franciscan with book and pen 


Conservation status and restoration 

The painting was planned from the outset as a high altarpiece and was solemnly unveiled at Pentecost 1710. In 1867, as part of a 
renovation of the church interior and the renovation of the equipment the last baroque high altar was replaced by the current, made 
in the style of neo-Romanesque, altar. The altarpiece retained its place, but now obscured on the Tabernakel attached metal glory 
partially the lower part of the painting. Especially the globe can only be seen from the side. 

Nothegger, Holter 2005,18. 

[ 2 ] Nothegger, Holter 2005, 35. 
program design 

According to Nothegger and Holter, the concetto came from Justus Redn, Provincial of the Tyrolean Province. 1 
Nothegger, Holter 2005,18. 

Written sources and pictorial templates 

Auffenbacher's altarpiece reminds in parts of compositions from German workshops in the second half of the 17th century. To name 
a few are a frontispiece created in 1652 by Wolfgang Kilian to a design by Matthaus Gundelach, a 1655 by Bartholomaus Kilian 
after Johann Christoph Storer etched devotional image with the Immaculata and the four main saints of the Jesuits. Among other 
things, this widely used sheet served as a model for an altarpiece painted by Nicolaus Schiechl in the Trinity Church of Pflaurenz in 
the Puster Valley (1682). Common to the examples given is that the Madonna is not on a globe, but on an enclosed by the 
Ouroboros earth circle in the middle of the tree of knowledge and the expulsion from paradise can be seen. Auffenbacher seems to 
have taken this element from one of the examples given, as well as the trinity in the upper segment of the picture (albeit in a 
different arrangement). 

Burghaber 1652. 


_ 2 | Appuhn-Radtke 2000,133-137 


author 


• Josef Kostlbauer 
bibliography 

Federal Monuments Office,. Dehio Tyrol . Vienna: Anton Schroll & Co, 1980. 

Tailor , Johannes . ^_There appeared a great sign in the sky." Reflections on the High Altarpiece of the Franciscan Church Telfs_^ . In, 
117-130. Telfs, 2005. 

Nothe gger, Florentin , and Bernhard Holter . "J300 years in the service of the kingdom of God. History Of The Franciscan 
Monastery In Telfs_^ . In 300 years Franciscan In Telfs , 9-59. 300 years Franciscan In Telfs. Telfs, 2005. 

Burghaber , Adam . Mmmunitas BV Mariae From Ipso Etiam Originalis Fabis Contrahendae Debito Defensa_2 . In. Fucerne: David 
Hautt, 1652. 

Ap puhn-Radtke , Siby lle . Visual Media In The Service Of The Society Of Jesus. Johann Christoph Storer (1620-1671) as a painter 
of the catholic reform . Sources and Studies on the History , Art and Literature of the Society of Jesus in German-speaking 
Countries . Bd. 3. Sources and Studies on the History, Art and Fiterature of the Society of Jesus in the German-speaking area. 
Regensburg: Fast and Steiner, 2000. 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/telfs-pb-innsbruck-land-unbefleckte- 
empfaengnis-mariens 
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Building type: Castle - Location 
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Fulda (Fulda), Castle, Orangery 

Period of design: 1719-1730 

Artists: Emanuel Johann Karl Wohlhaupter 

Theme Description: The gods of Olympus and the four continents. 

Africa(Elephant headdress), Europe(Horse), America(Feather Headdress), Asia(Turban) 

Source for continent order: 

(https://erdteilallegorien.univie.ac.at/bilder/fulda-fulda-schloss-orangerie/fulda-fulda-schloss-orangerie-3 ) 


Content: 

• Apollo sun god 

• Zeus 

• Neptune 

• Demeter 

• Hera 

• flora 

• America 

• Africa 

• Asia 

• Europe 

• Hercules 

• Apollo and Daphne 

• Apollo and Marsyas 

• the four elements - fire, water, air, earth 


Written sources and pictorial templates 

As a compositional template, the artist used a copperplate engraving from the first volume of Paul Decker's "Princely Architect, or 
Architectura Civilis: How to Rise Great Lords and Lords Pallasters, with their courtyards, pleasure homes, gardens, grottos, orangeries, and 
other buildings belonging to them, and to disembark today ...", published in 1711. However, he populated the pseudo-architecture with other 
figures. For comparison, see the engravings on 


• Page 23 [ Fig . In Heidelber g er historical holdin g s Di gital ] 

• Page 52 [ Fig. In Heidelberger historical holdings Dig ital ] 

A digitized and transcribed edition of the work is available at UB Heidelberg: 


• Volume 1, Augsburg, 1711: http://digi.ub .uni-heidelber g .de/diglit/decker 1711 

• Appendix to Volume 1, Augsburg, 1713: http://digi.ub.uni-heidelberg.de/diglit/decker 1713 

• Volume 3, Aug sburg, 1716: http ://digi .ub .uni-heidelberg .de/di glit/decker 1716 

author 


• Marion Romberg 
bibliography 

Cremer , Folkhard , and fobias Michael Wolf . Dehio Hessen 1/2008 - Georg Dehio. Handbook of German Art Monuments. Bavaria I: 
Regierungsbezirke Giefien And Kassel . Neubearb. / worried by the Dehio Association. Munich ; Berlin: German Kunstverl., 2008. 
Cock , Stephanie . Fulda for the adornment of the city". Buildings and construction tasks of the residential city in the 18th century . 
Augsburg, 2006. 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/fulda-fulda-schloss-orangerie 
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Building type: Monastery Library - Location: Germany 
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Vorau (PB Hartberg), Monastery, 

Period of design: 1725-1733 
Artists: Ig naz Gottlieb Kroll 

Theme Description: Science. 

Iconography of the overall equipment (medium-specific) 
seen from the entrance (south wall): 

• Frescoed ceilings: 

o Center: Deacon Philip and the chamberlain (theology) 
o left (west): King Solomon and the Queen of Saba (philosophy) 
o right (East): the judgment of Solomon (jurisprudence) 

• left front wall, library stairs (west): 

o Medallion on the passage into the manuscript room: Christ as beginning and end, Augustine instructs the canons 
ascending and descending the stairs. "EGO SUM Q. ET oo. PRINCIPIUM, ET FINIS. Apoc. 22:13 "(the Greek 
numerals actually correspond to the big and small omega)," SEMPER VIDEM FACIEM PATRIS. Matt. 18:10." 
o Africa on the left, America on the right 

o left Evangelist Luke, Church Father Augustine, prophet Ezekiel 
o on the right Evangeist John, church father Jerome, prophet Daniel 

• right front wall (east): 

o central: Salvator Mundi in connection with the Holy Trinity, above it medallion "SAPIENTIA AEDIFICAVIT SIBI 
DOMUM" 

o to the left is Europe, to the right is Asia 

o left Evangelist Matthew, Church Father Gregory, Prophet Isaiah 
o Jesaia, on the right Markus, church father Ambrosius, prophet Jeremias 

• Emblems on and between the vaulted arches: 

o South wall, from left to right: Flycatcher (VULNERAT UT SANET), laurel (ORNAT NON ONERAT), telescope 
(REMOTA PROPINQUAT), sun u. Earth (NIHIL SUB SOLE NOVUM), Guardian Angel hand (DECLINARE 
CAESUS), Compass (QUO TENDO EAST END), Libra (LIBRO UT LIBEREM), Weir (PONO METAM), Elle (NEC 
PLUS NEC MINUS), Mirror (REDDO CUIQUE SUUM), Sunflower (VERSOR CUM ASTRIS), Censer (DUM 
FLAMMO FUMO), Fountain (AFFLUIT ET EFFLUAT) 

o North Face, from left to right: Trombone (CLANGIT ET TANGIT), BeeN (AD OPES PER APES), Janus (PROSPICIT 
ET RESPICIT), Obelisk (ANTIQUATA NO VAT), Eagle (A SOLO AD SOLEM), Globe (POST SPECULUM AD 
SPECTRUM) , Rock in the sea (VOLUNT NON VALENT), wolves and sheep (PELLO VERSIPELLES), gardener 
(DIRIGAT ET IRRIGAT), ship (TOTUM TUTUM), burning mirror (LUMEN DE LUMINE), soap bubble 
(MONUMENTUM MOMENTI), rose and bees (MEL ET venenum) 

• Emblems in the doorway between the library and the manuscript hall (west wall): 

o Vertex: Ring (SINE FINE PRINCIPIUM) 

o left: o. Athena (PROXIMA COELO) and scepter (SAPIENS DOMINABITUR) 
o right: o. Script (SAECULA LUSTRAT) and ants (NIHIL IMPROVISUM) 

author 

• Josef Kostlbauer 
bibliography 

Vorau , Augustinian Monaster y . Augustinian Monastery Vorau . Vorau: Augustinian Monastery Presbytery, 1997. 

Lesky , Grete . Baroque emblems in Vorau and other pens of Austria. A vademecumfor the art walker . Graz: Styria, 1962. 

Hutz , Ferdinand . Mgnaz Gottlieb Kroll. Notes on the Life of a Styrian Baroque Painter_" . Leaflets for Domestic Science 57. Blatter 
fur Heimatkunde (1983): 113-118. 



See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/vorau-pb-hartberg-kloster-bibliothek 
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Building type: Church 


Location: Germany 
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Kappl (PB Landeck), St. Anthony Abbas 

Period of design: 1726 to 1727 
Artists: Phili p p Jakob Greil 

Theme Description: Rosary donation to St. Catherine of Siena, St. Dominic and the four continents. 

Left to right: Asia(Turban), Europe(Crown), America(Headdress), Africa(Turban) 

Source for continent order: ( https://translate.google.com/translate?hl=en&sl=de&tl=en&u=https%3A%2F%2Ferdteilallegorien.univie.ac.at 
%2Ferdteilallegorien%2Fkappl-pb-landeck-hl-antonius-abbas) (https://erdteilallegorien.univie.ac.at/bilder/kappl-pb-landeck-hl-antonius-abbas/ 
kappl-pb-landeck-hl-antonius-abbas-fotos-4) 


The very lively fresco is conventionally divided into a celestial and an earthly sphere. The heavenly scene is the actual rosary donation. Pyramidal 
composition. At the top of Our Lady with Child, presents the rosary to the kneeling Saint Dominic on the left. At the foot of the saint, a dog with a 
burning torch crouches in his mouth, it is the typical iconographic attribute of the Dominic. On the right of Mary kneels St. Catherine, she 
communicates with gestures and glances with the Christ Child. 


In the earthly sphere, the allegories of the four continents are gathered in lush parkland around a cross-crowned globe. They kneel or stand in 
different, very moving poses of adulation, their eyes are directed upward to the action in the sky, in their hands they hold the received rosaries. The 
message is clear: The Rosary is a gift to all humanity. 


The allegory of Europe has come to the fore. She appears as a monarch with a crown and a hermelin-lined coat. Behind her rises Asia, she wears a 
turban with a hair-brush. America is kneeling to the right of the globe. Feather crown, naked torso, thick golden necklaces and bangles mark her as a 
representative of a wild continent. On the right, Africa is depicted as a dark-skinned figure with folded hands. Like Asia, she wears a turban on her 
head. 


Iconography of the overall equipment (medium-specific) 
nave 


1st yoke (above gallery): Joseph's dream 

2nd yoke: St. Francis Xavier preaching to the Gentiles 

3rd yoke: Rosary donation and the four continents 

GORE 


on the right side the church fathers, on the left side evangelists, in between medallions 
the right front: Gregory, Nativity, Augustine, adoration of the child, Ambrose, baptism 
Christ, Matthew, Ascension of Christ, John 


with scenes from the life of Christ (Grisaille): clockwise from 
of Christ, Jerome, Mark , Last Supper, Luke, Resurrection of 


CHOIR SHEET 


Annunciation 


CHORUS (by H. Kluibenschadl, 1907) 

1st yoke: Holy Family 

2nd yoke: Adoration of the Magi 

Gaps clockwise from left to right: Archangel Michael, Gabriel, Uriel (no canonical archangel), Raphael 

Conservation status and restoration 
Frescoes in good condition, intense colors 


Paintings in the choir of H. Kluibenschadl 1907, restored 1959 


Written sources and pictorial templates 

The depiction of the continents follows the iconographic tradition, both in terms of the details of the clothing and the composition. Similarly, Philipp 
Jakob Greil painted the continents as early as 1766 in the church of the Assumption in Serfaus . From other popular compositions, the representation 
of Greil differs insofar as it is less static. So the globe is not a huge semicircle, which seems to grow out of the lower edge of the picture, as in 
Gottfried Bernhard Goz or Johann Georg Bergmuller . If it were not for the massive golden cross, the globe would seem like a careless toy thrown 
into the grass. The pleasing parkland, which extends far into the background of the picture, and the luminous bouquet of flowers in the vase on the 
left, enhance the impression of elegant lightness. 


author 


• Josef Kostlbauer 
bibliography 

Federal Monuments Office ,. Dehio Tyrol . Vienna: Anton Schroll & Co, 1980. 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/kappl-pb-landeck-hl-antonius-abbas 
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Building type: Church 


Location: Germany 




59 
































































































































































































RIPPE 
SCHRIFTEN 
HEI2UNG 




















































































































































































































































‘ V' 

H- 


hv «*' 







* ^ ■ Vr&- 




< >u-»| 


. f 4 



Li. W'r'5’t • 

i Tv* ;/.■'!.• 



n 






' »* 






X» t "ToS ;*■ v * - * v * * * '* + .* Pit y/>; 

T.C^. C AC- 


l T, ’TI 
•IV 1 


s»i 





















vas 

4-1 

I j j 

f u 1 JW 1 ^ ■ 

mi 


K # « « 



■ 














•« 






>< w».-VjV. 




.# 'VJ*. 

n _ 










tkj 















O " T 



*• 

i * . 

iiit. 




4 L 





lfi> * V 


: 1 
















J -< 





«i 


* v 




U 


,1L 2 * 







• c 



i) . 

' I 



' 

•& 



*} ** *i> * 

» ■ ^ .y 
• 




• v *V - ’ 

9 

*j/ « 1 




Iv^f^ l ? 









• *ilt t4 


•%* i* 

■jy 

>2i 






* 





* 






/ v 


ii»j 

4 



. 

P *\T ' ' . r- “' 


•i 'T*s 

I * ^ 


* \ 
%# Ip J 






4; 


ra^ 



■ ■' -■ 

, »* * 




PL i>" tff - •- ■ • -a 

f . f t rlf - AjK 1 *1 < 

1 T v iy * ^?*v3r 

• P. r * 1 • • f 




% PW4T 

■ 1 


PU ' -*4. 

'• ' % 


.«*•> 


4* F 

Sill 




1 4 




r- -T J 


* 










iLr* 







«• 4 ” 


ftfcJiK 




k I4 1 



gPv4,x:. 'u'\r 

"• , * 1 # * #>% < ** J fft K r * . 


*v i* < 




‘Mm 





rv; 



VI !',r 






if 


’ ^ £Ui ^ 

I f f *AiI 





r 



*<;V 
















I >n 

IV v 


* V 








5 hi 

y*. ■ - .f: 

. lL * •> 

< / • i * 4 <-'U 


•<. "i 

* 





-4 *jf+ 

• Y ff N»V\y 

<r„i 


j 


»* 




L 


m ^ 




, 4 ^ jw ;* 

L Jfc. >4 

“ f >4 




; */ 
r 




sv 





' Wf » 

J 




Kt 










- ♦ 4 

(4i 


.14* 


*143?/ 




"■-/ 







PS 4^% 


r‘ 


v. 















|l> I 

#■ ' 

SSr®®^ 4*4 




iif .ft 





£Pm 




W' 


*-* 


\ 


♦**-> 


•*/ 



4£fl 


L. J 



fjff 

i 1 Cl 

L; ^ 








. *3 


«5 




t 4 \* 


\ 


• r i 


tH 


ll 




A? F.t 


A 




f^S 


;‘a-i 











Westheim (Augsburg), St. Maria of Loreto 


Period of design: 1728-1732 
Artists: Johann Rie ger 

Theme Description: Glorification of the four continents. 

Left to right: Europe, Africa, Asia, America 

Source for continent order: (https://erdteilallegorien.univie.ac.at/bilder/westheim-augsburg-st-maria-von-loreto/westheim- 
augsburg-3 ) 


Iconography of the overall equipment (medium-specific) 

Excerpt: Inscription cartouche: QVISQUIS ES AVGVSTAM SVPPLEX VENERARE MARIAM 
Altarpiece: Glorification of Mary through the four continents 
Dating and attribution problem 

The painting is attributed to the Augsburg artist Johann Rieger by Dehio Schwaben (2008,1112). Since the artist died on March 3, 
1730 in Augsburg and the redesign of the church interior was between 1728 and 1732, a dating of the painting to 1729/1730 is to be 
assumed. 

author 

• Marion Romber g 
bibliography 

Bushart , Bruno , and Georg Paula , eds . Dehio Schwaben 312008 - Georg Dehio. Handbook of German Art Monuments. Bavaria 
lii: Swabia . 2nd, revised. Aufl. Munich: Dt. Kunstverl., 2008. http://swbplus.bsz-bw.de/bsz276942353rez-00.htm . 

Thorn , Ludwi g . The pilgrimages of the Diocese of Augsburg . 2nd, erw. Aufl. Aufl. Augsburg: Verl. Winfried-Werk, 1961. http:// 
permalink .ob vs g .at/AC05770291 . 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/westheim-augsburg-st-maria-von-loreto 
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Friedberg (Aichach-Friedberg), Herrgottsruh 


Building type: Church 


Location: Germany 
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Friedberg (Aichach-Friedberg), Herrgottsruh 

Period of design: 1731-1753 
Artists: Cosmas Damian Asam 


Theme Description: The salvation of the world through Jesus Christ. 

Africa(Ten Commandments), Europe, America(Bow&Arrows), Asia 

Source for continent order: 

(https://translate .google .com/translate ?hl=en&sl=de&tl=en&u=https%3A%2F%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien 
%2Ffriedberg-aichach-friedberg-herrgottsruh) 


In the pilgrimage church of Herrgottsruh in Friedberg, the Christ monogram is the focus of the choral program. It is attached in the center of 
the lantern. The content and compositional connection of the cult object to the eight different sized individual mirrors does not reveal 
themselves directly to the viewer: Firstly, the main theme remains hidden from the long house by the churchgoer because of its positioning 
within the lantern; on the other hand, each of the frames framed by stucco ribbons has its own composition. 

In compositional terms, a green drapery, which runs through all image fields starting from the lantern, and the angel of proclamation make the 
connection. In terms of content, the eight fields refer to the redemption of Christ: beginning at the Fall of Man, Adam and Eve are expelled 
from Paradise; after that, humanity, represented by the four continents that flank each of the aforementioned representations, falls either to 
condemnation - illustrated in the Fall of the Angel - or to salvation. The salvation through Jesus Christ, which was already promised to 
humankind in the expedition through the involvement of the Immaculata, is depicted directly in the picture above the high altar; this is self- 
painted and also includes thematically with the depiction of the epiphany (10) to the dome frescoes by the instruments of Christ of the Holy 
Trinity fll are presented. The mission claim of the fresco reveals itself to the viewer about the composition of the continents, to each of which 
an angel proclaims God's counsel of salvation: 

• Asia falls reverently before the angel, who appears over an incense-fire, on his knees; 

• Africa, to which an angel comes with the Ten Commandments, gets rid of his crown and other idols in the sense of the first 
commandment "thou shalt have no other gods beside me"; 

• America sits, naked except for a cloth around her waist, on the shore of a roaring sea, looks up promisingly to the angel to the angel and 
listens to its proclamation. The water connects America's image field with that of the angel fall; it pours over stones into a floor 
opening, the gateway to hell, carrying bodies of lost souls with it. America's fragile situation between salvation (angels) and damnation 
(the sea) is underpinned by the crocodile under it, threatening to be swept away by the waves of the sea and able to save itself on the 
opposite shore; 

• only Europe is in the midst of numerous attributes that document its learning, its wealth, its hegemony, and its firm faith, almost on an 
equal footing with the angel. Reverently, she renounces worldly things and receives the blessing of the angel. 

It is a unique composition that, in its continental narrative, stands in the tradition of Andrea Pozzo's realization in Sant'Ignazio. In Rome also 
Africa and America are shown in a balancing act between damnation and redemption, whereby the victory or the conversion of both is 
foreseeable analogously to the representation in Friedberg. Asam transmits this message more subtly, not by portraying a fight, but by 
flanking both sides of the field with damnation. While America's field is still compositionally connected, and thus its situation is even more 
precarious, the curtain as a symbol of Christ gives Africa protection against temptation. The choral fresco characterizes precisely this 
"immediate combination of cause and effect, sin and salvation" and, as Karl Kosel summarizes, "withdraws the events of the earthly life of 
Christ and opens the view to the indefinite future conclusion of the history of salvation". [2] 

The Holy Spiri. gave Asam a human torn,. Seven years la.er, the practice of the God-like representation was banned by the bull 


Sollicitudine Nostrae 


. See also in more detail in the above-mentioned dissertation excursus 2.2.3,122f. 


[ 2 ] 


Kosel, Under the Seven Domes 1967, 5. 


A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation 

Iconography of the overall equipment (medium-specific) 

From West to East: 


FANGHAUS (by Matthaus Gunther): 

• northern aisle: 

o Ascension of Christ - inscription on an architectural promontory: FUCAE. CAP: XXIV. U: XFVIII. [renewed 1764] 
o Healing of the sick at the pond of Bethseda - Inscription on the stairwell: JOAN: CAP. VU XXXIV. [renewed 1772] 

• Nave: 

o the Fast Judgement 

■ sideways: The four church fathers 

o Glorification of the apocalyptic Famb by the 24 elders 

■ sideways: the four evangelist symbols 

• southern aisle: 

o Brotherhood fresco: The Coronation of Mary - inscription on a stone: I. REG. XXV and XXX III. [Signature Gunthers: M: 
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Gindter Pinxit 1749] 

o Abigail asks King David for mercy for Nasbal - inscription on a stone: I. REG. XXV cv XXIV. 

CHORUS (by Cosmas Damian Asam): 

• Wall: Adoration of the Kings and Holy Trinity 

• Dome (beginning over the high altar and then in the UZS) - Lantern: monogram of Christ 

o Counsel of salvation 
o Europe 
o The Fall 
o Asia 
o Engel sturz 
o America 

o Expulsion from paradise 
o Africa 

Conservation status and restoration 

1868-1870 interior renovation - thorough restoration: 

• Modification, recast and refresher of individual objects 

• Tinting of vaults and walls in contemporary taste; above all the rendering of the mural "Adoration of the Magi" in the choir by painter 
Ferdinand Schweighart von Friedberg d: n "missing artistic value", 

• Restoration of the frescoes by painter Xaver GaBner of Munich 

• Installation of a new high altar in the Renaissance style by Joseph Knabl to Munich [1] . 

1964 interior renovation 

• final re-baroque 

• Exposing the choir wall picture 
1990s exterior renovation 

2002-2007 interior renovation 


• Cleaning and preservation of frescoes [2] 

• Supplement to the choir mural by Hermenegild Peiker [3] 

^ A historical photograph of the new high altar can be found on the website of the city Friedberg; online at: httpV/www friedberg de/ 
openpic.ph p?lang=en&filename=/pics/medien//image 1297857926902.j peg &title=Nach%20der%20Renovierung 
%201870&width=600&height=399 t 7 - 2 - 2014 ] 

For the frescoes by Matthaus Gunther see the website of the responsible Restoration Workshop Streicher. The objective was: "the 

preservation and restoration of the freshened original plaster from 1749 and a related as possible approach to the artistic-aesthetic quality of 

painting by Matthaus Gunther. This is done by cleaning the entire surfaces and by removing the overpaintings by cleaning with steam and - if 

necessary - with Ammoniumkarbonatkompressen. The plaster supplements are removed remotely and the cracks are closed with lime mortar. 

The retouchings are carried out at new cleaning sites and new putties as well as at reduced and missing painting areas. Large blemishes of the 

paint layer or old painterly additions are re-painted according to the original painting of Matthaus Gunther and adjusted as far as possible to 

his style. "Online at: t ^ ,, , . , . , , /r . „ ,, 1 [7.2.2014] 

J http://www.restaurierung-streicher.de/lnedberg.html 


[31 


See Dehio Schwaben 2008, 352. 


Written sources and pictorial templates 

Excerpt from the dissertation by Marion Romberg "The world in the service of denominations. Erdteilallegorien in village churches in the 
area of the prince bishopric of Augsburg in the 18th century "(386-390): 


To identify the Friedberger parts of Asia and Africa 


The identification of the continents in research is in my opinion to contradict. Thus, the continent with the pyramid in the background is 
always identified with Africa and the continent with the ten commandments with Asia. The reasons given are the geographic relations of the 
pyramid with Africa and the location of the tablets of the law on Mount Sinai, which belongs to Asia. However, in Friedberg several 
arguments speak in favor of a reverse identification: 


1) The positioning of the continents in space and their physiognomy 

As a rule, when entering the room, the first glance is on Europe and Asia, and then on the personifications of the other two continents. In 
single mirrors, the first two parts of the earth are in the direct line of sight and also in the utmost proximity to the central, meaningful place in 

[21 

the room itself, the high altar. Within the inner representations, as they are predominantly found in this source corpus, either Europe and 
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Asia in the foreground and America and Africa are shown in the image background, or there is a corresponding mating Europe-Asia. 
America-Africa on the respective sides of the globe. It was necessary to draw a clear ranking of the continents, a clear boundary between the 
"civilized" and the "uncivilized" world, and this was done in addition to the physiognomy, habitat and attribution on the spatial positioning of 
the continents. The principle that Sabine Poeschel has aptly formulated 

- "Europe is a cultural bearer and representative of the Christian religion and occupies the first place in the hierarchy. You follow Asia as a 
rich and civilized country [...] Africa [plays] as a trading partner a role for the West. "America as the youngest and wildest continent is 
referred to the last place - 

The artists always remain faithful in their respective compositions. In the event of a deviation from this, this is substantiated by the image 
program. In Friedberg, both the content narrative as well as the ethnological design of the personifications for the new identification speaks: 
Africa corresponds with his frizzy hair, the Negroid features and the dark brown incarnate the classic image of a natives of Africa, a 
"Mohren" as he Court painter Asam may have met countless times in the courtly realm, while Asia, with turban and kaftan and pale skin, 

resembles the image of an Oriental. ^ 


2) The symbolic meaning of the pyramid and the tablets of law 

Although there are other examples such as in the garden palace of Melk , in the monastery church of Habsthal , in the parish church of St. 
Martin zu Gabelbach or in the Hertel edition of Ripas Iconologia from 1758, in which the pyramid is an attribute of Africa. The fact that the 
pyramid should by no means only be read as a reference to the identity of the continent, but rather can also be understood allegorically, Maria 
Santifaller has vividly set out for the Wurzburg fresco, in which Tiepolo had also attached a pyramid to his Asia. It is a symbol of the 
immortality of glory. It is usually important that the attributes of the continents in addition to their geographical reference quality and their 
allegorical in the interpretation is taken into account. The pyramid can be interpreted not only as a symbol of glory, but as a sign of pagan and 
Muslim religions as well as from an exegetical point of view. In the Ingolstadt fresco, in the Marian Congregational Hall, Asam 1734 also 
added a pyramid between the continental groups of Asia and America. This can not be assigned to either part of the world, but, as Lore Kaute 
aptly found in 1966, to be understood as the historical site in biblical history of the Israeli forenails for the Egyptian Pharaoh (2 Moses 5). [9] 
These can be seen in the bottom right corner of the pyramid's foot. 

The same applies to the tables of Moses' law, the transfer of which, according to tradition, took place on Mount Sinai. The eponymous 
peninsula, which is located between the African and Asian continents, politically belongs to Egypt, which lies on the African continent, but 
geographically it is counted as an Asian continent. The geographical location of the historical event is in the overall message of the image 
field, however, of minor importance. Much more important is the converting power of the tablets of the law. Analogous to his desire to 
convince the pharaoh of God's omnipotence (2 Moses 6-11), Moses also led the Israelites back to the right path by bringing them the laws of 
God (2 Mos 32). Just as the Israelites left the worship of their golden calf, as the Pharaoh finally bowed to the power of God and let the 
people of Israel go, so too in this case the African ruler bows his royal head and acknowledges the laws of God, inter alia destroyed all idols. 
In Friedberg, as in Wurzburg, the geographical relationship must be negated and, on the contrary, its symbolic meaning seen as a departure 
from paganism and a turn to the right faith. 

Ijj See ibid .; Bushart / Rupprecht^^ 1986, 272; KF p r f e ^ er g 2008,16. 

For example, in Fiecht in Tyrol, Frohnleiten in Styria, in Niederzirking in Upper Austria or in Witzighausen and Bernbeuren, the continents 

seem surprisingly equal on an equal footing. All earthly aliens wear a long robe, hold a scepter and look up worshipfully to the respective cult 

object. For all of these examples, the artists largely avoid degrading information such as nudity or the lack of decorative elements. 

Nonetheless, the allegories are clearly differentiated on the basis of their attributes and clearly hierarchized due to their positioning. All three 

examples focus on Europe and Asia; as a result, the believer entering the church sees them first. Only at second glance, or when he turns, does 

he see the other two personifications, Africa and America. See Romberg TT7 ,, . . . 2008. 

L ° World in Austria 

For comparison, here are examples of the engraver Goz following Erdteilallegorien called or the continents in the chapel of the Jesuits in 
Dillingen on the Danube, in Ertingen, in Liggersdorf etc. Exceptions are isolated, as in Mindelaltheim, where Europe and America in the 
foreground, Africa and Asia in the background. However, there is no doubt about the precedence of Europe and Asia about their dress or lack 
of it. 


r/n Poeschel r , . 7 1985,200. 

[4] Erdteile 

In Augustiner-Chorherrenkirche St. Thomas in Vorau are located on the Chorbogen America and Asia and above the output of Europe and 

Africa. The positioning of the Earth-based theories is not arbitrary, but rather part of a larger frame of reference. In the program, they are 

related to the message of the page-time . ~ 7 7 . , . 7 7 , 7 7 on the first floor, and they are also witnesses to the 

° coming of the kingdom of God through the church J 

, . r , 7 . , j.~ ,. See in detail the interpretation of the program Romberg r 7 

completion of the kingdom of God r In hoc si 


signo vinces 


2008,75-102. 


Mohren belonged to the courtly representation in the early modern period. You can find them at all farms in Europe such. B. in Braunschweig 
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the Mohren Johann Matthias Pauli at the court of Duke Carl I; in Vienna Angelo Soliman at the court of Emperor Francis II or in Munich 

Max Ammon at the court of King Maximilian I. Joseph. The Bavarian Duke Wilhelm V was one of the first to buy a black page; in 1570 he 

paid 117 krones and 52 shillings for him. But it was not only at the courts that a European in the eighteenth century could meet them in 

various capacities (as servant, valet, valet, table-maker, livery-servant, lackey, runner, groom, coachman, bartender, trumpeter, etc.), but also 

as Member of the parade regiments. In Kassel, twenty to thirty black soldiers are documented after 1784. See Huber ^ , 1939, 324f .; 

Verma D . ,, . 1 ^ r 1993,73-80; Martin c 7 ^ £ , 2001,129-181; Kuhlmann-Smirnov „ ~ 7 2008,287-312 (with a 

Bi-National Couples Schwarze leujel Hojmohren 

research overview); AK Vienna n ,. 2012. 

Soliman 

1909 Pompeo Molmenti put forward the thesis that the pyramid in Tiepolo's staircase fresco is an Egyptian, whose assignment to Asia can 

be explained by the ancient world view of Herodotus and Strabo. However, Maria Santifaller refuted this and came to the conclusion that the 

pyramid should be interpreted as a "symbol of the immortality of glory" (Santifaller . . 1975, 197). In refutation of Molmenti's 

r ^ ° ^ interpretation 

thesis, Maria Santifaller analyzed the maps of the 17th and 18th centuries used by him and concluded that Molmenti's reasoning was wrongly 

based on the worldview of Herodotus and that he drew the continental border on the Nile. See Molmenti ™ 7 1909; Santifaller 

liepolo 


interpretation 


1975, 194 and note 3 with a list of evaluated maps. 
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Cf. Ellegast „ ,, 2007,380 


[91 See Kaute In g 0 i stac [ t 1966,76. 

I-™ Johann Heinrich Zedler, for example, writes that the Sinai Peninsula belongs to Arabia, which in turn is "a great land-making in Asia". 

Zedler , y . (Bd. 2/1732) and c . . (Bd. 37/1743). 

Arabia Sinai 

A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation . 
workflow 

The completion of the church should not be experienced by the contractor Asam or the client. Asam's death in 1739 prevented the rapid 
continuation of his work in the nave. According to the annual accounts of the pilgrimage church, the work was gradually completed by his 
pupil Matthaus Gunther with interruptions between 1743 and 1753. [If 

Uj With m Qindter pinxit In 1749 ’ Gunther signs the fresco in the western dome of the southern aisle. Although the last payment was made 
in 1756 ("the rest is even to receive"), but probably the painting was already completed at the time of the consecration. See AK Augsburg 


Gunther 


1988,378-380. 


author 


• Marion Romberg 
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See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/friedberg-aichach-friedberg-herrgottsruh 
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Building type: Church 


Location: Germany 
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Period of design: 1733-1741 
Artists: Christoph Thomas Scheffler 

Theme Description: Glorification of Mary through the four continents. 
Left to right: America, Europe, Africa, Asia 


Source for continent order: (https://erdteilallegorien.univie.ac.at/bilder/witzighausen-neu-ulm-mariae-geburt/witzighausen-neu- 
ulm-fresken-4) 


Iconography of the overall equipment (medium-specific) 

From West to East: 

LONG HOUSE 

• northern page pictures: 

o the twelve-year-old Jesus in the temple - Luc: Cap: 2 Ver: 46 
o Adoration of the Magi - Matth: Cap: 2. V: 11 
o Visitation Mariae - Luc: Cap: 1. Ver: 40 

o Annunciation - Luc: Cap: 1. Ver: 35. [Signature] 

• Means images: 

o Inscription cartouche: no Viter ereCta est eCCLesIa Ista beatae Vlrglnls a qVatVor saeCVLIs MIraCVlIs gLorlosae [= 
1740] 

o Marriage of Mary 

• southern side pictures: 

o Return of the Holy Family to Nazareth - Luc: Cap: 2. Ver: 51. 
o Presentation of Christ in the Temple - Luc: Cap: 2. V: 22. 

o Adoration of the Shepherds - Luc: Cap: 2. Ver: 7. - Banner: Gloria in excelsis Deo: et in terra pa [x] 
o Dream Vision of Joseph - Matth: C: 1 V: 20. 

CHOIR SHEET 

two coats of arms of those of Fugger-Kirchberg and those of Schoenberg and inscription cartouche: Sapientia aedihcavit sibi 
domum. Prov: C: 9. V: 1. Cum, eat desponsata mater iesu maria ioseph Matthew: C: 1 V: 18. 

CHOIR 

• Northern transept: Coronation of Mary - inscription cartouche: Et posuit diadema regni in capite eius, facitque earn regnare 
ester. C. 2 V. 17 

• northern page pictures: 

o Mary victorious in all battles (especially against the Turks, stands with one foot on a turban) - Inscription: Auxilium 
christianorum 

o Maria heals a sick person - inscription: Salus infirmorum 

• Middle picture: glorification of the picture of glory by believers, the sick, the sufferer 

• southern side pictures: 

o Mary as consolation - inscription: Consolatrix delictorum 
o In the protection of Mary - inscription: Refugium pecatorum 

• southern transept: glorification of Mary through the four continents - inscription cartouche: ecce enim ex hoc beatam me 
dicent omnes generationes. Luc: C: 1. V. 48. 

Conservation status and restoration 

1891 Interior renovation: Neutiinchung the space shell in ocher 
1938 interior renovation: Neutiinchung the room shell in gray 
1999 Interior renovation: Neutiinchung the room shell in white 

author 

• Marion Romber g 
bibliography 
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See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/witzighausen-neu-ulm-mariae-geburt 
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Building type: College 


Location: Germany 
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Dillingen on the Danube (Dillingen aD),College, 
western stairwell [frescol 

Period of design: 1737-1738 
Artists: Joseph Ignaz Schilling 

Theme Description: Glorification of St. Francis Xavier through the four continents. 

As in description: America(Headdress), Europe(Crown), Asia(Camel), Africa(Turban) 

Source in description: 

( https://translate.google.com/translate?hl=en&sl=de&tl=en&u=https%3A%2F%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien 
%2Fdillingen-der-donau-dillingen-d-kolleg-westliches-treppenhaus-fresko) 


The western stairwell lies at right angles between the outer west wing and the north wing. It is similar in size and shape to the staircase at the 
northern end of the east wing: both are approximately square in plan, with half a meter of landing. The stair railing is alternately decorated 
with busts and balls, the flat ceiling of the top floor is provided with a ceiling painting. [1] This shows the glorification of the two religious 
saints: in the east those of St. Ignatius of Loyola, in the west those of St. Francis Xavier, surrounded by the four continents. The two religious 
saints, inspired by the two apostles of the Catholic Church, Peter and Paul, assume the role of pillars for the Societas Jesu within the Jesuit 
order: "While one in Rome presided over the Church or the Order, the other proclaimed to the peoples the Gospel." [2] In Dillingen, the 
representations of the two religious saints, with their framing, their composition and their theme relate to each other, whereby the close 
connection between the two is also artistically expressed. 

On the ceiling of the western stairwell on the second floor, on a white background, there is an illusion painting framed in a square light brown 
frame with the glory of St. Francis Xavier. The ceiling painting reveals the view of a dark brown, stucco-framed circular opening, over which 
a pseudo-architecture rises. From a sharp oblique view, three light brown framed round arches open; the fourth is not shown because of the 
perspective. The Pendentifs lead over to a drum with an Opaion. There, in front of a yellowish sky, there is a pale blue triangle with the eye of 
God, surrounded by a putto and putting heads. Underneath, Franz Xaver, whose head is surrounded by a bright halo, floats on a cloud with the 
sky-facing view of the opening. He is wearing a cassock, with a white choir shirt and a red stole. On his right, three putti accompany him, of 
whom the lowest holds his walking stick. In the arch around him sit on a pedestal two planetary partifications framed by flower vases, while 
the other two have settled in the lateral arched openings. 

The missionary points to his chest with the index finger of his right hand, while his left is open, referring to the planetary partifications under 
him. These are to be determined precisely by their attributes: The two female figures in the middle arch are Europe and Asia. On the left, in a 
green-and-yellow robe with a red cloak, recognizable by the crown, the discarded orb, the scepter and the eagle behind, sits Europe. Her arms 
reach out and point to the missionary above and Asia beside her. She folded her hands as if in prayer and looked up. She is wearing a green 
slip and a yellow wrap. Her head covers a kind of gold-banded turban, with a camel behind her. 

On her left, in the right arch, Africa sits in the company of a lion. She wears a gorgeous, beaded red and white robe with a green wrap. Her 
hands have folded her into prayer, while her gaze falls on the top, on the Order's saint. Opposite her, in the left arch, America sits with a dark 
complexion in garments adorned with gold, over which a red cloak falls. On her head she wears a gold-adorned feather headdress. While she 
has her left hand on the crocodile next to her, she seems almost frightened with her right to ward off something. [3] 

Below the ceiling painting, the theme of the depictions of the earth is continued by the busts on the corner balusters of the banister. Because 
similar to the staircase in the east wing and the railing of the north wing is occupied by half-figures. These can be read as a continuation and 
duplication of the partiality of the ceiling painting, while in the eastern stairwell they complement the glory of the holy Ignatius of Loyola. 

Historically, Franz Xaver has proselytized in Europe, but especially in Asia. In the ceiling fresco, his sphere of influence is extended to the 
whole world - here represented by the four continents of the earth. Like the prophet Isaiah, Francis Xavier, according to the understanding of 
the Catholic Church, was commissioned to proclaim the Gospel to the whole world. He became a model for the members of the Societas Jesu 
and their worldwide missionary activity. 

By referring to himself with his right hand, he makes it clear that he is aware of the success of his work. Thus, the painter of the Dillinger 
fresco takes over the motif of a printmaking, which found in the biography "Apostolic life and deeds of the sacred Francisci Xaverii, the 
Societe Jesu, Indian Apostles" by Orazio Torsellini from 1674 as a frontispiece spread. The frontispiece was made by Matthaus Kiisel, and the 
original was supplied by Johann Michael Toberias. [6] As in the fresco, Franz Xaver floats in print between the earthly and heavenly spheres 
on a cloud. His right hand points to his chest as his radiant-crowned head turns to the Trinity over him. A crowd of mostly Asians, Americans 
and Africans attend this event. Banners explain the scene and make it clear that it was Franz Xaver's merit to have converted the infidels in 
the world by the word of truth. [71 

Even without the explanatory banners and the Trinity, the merits of the missionary in the Dillinger ceiling fresco become clear. In particular, 
the reverent attitude of the Earthly Allegories, in which the veneration for the saint is expressed, expresses this. Only Europe has a special 
position: She, who already has the true faith, calls on the other continents to worship the missionary. Franz Xaver again recommends the 
continents by the gesture of his left hand of the Trinity above him. "This makes him the patron of the continents and guarantor of a certainty 
of salvation." [8j And it justifies the portrayal of the "saint in gloriam, " for by virtue of his merit he is already involved in the "glory of 
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God." [9] 

Compared with the representation of St. Ignatius of Loyola, similarities become apparent, which are also important for the iconographic 
interpretation. Thus, both saints are presented in similar contexts and historical and biographical information avoided, as Christine Schneider 
states: "The protagonists are depicted on clouds, nimbiert and close to the monogram of Jesus or the Trinity part of the heavenly glory: They 
are shown in godly glory ." [10] The two are no longer role models for their friars, but are shown thanks to their virtues and achievements in 
glory. In addition, the statements in the staircases of the college were implemented, which emphasizes the "function of Baroque staircases as 
places of representation and ceremonial", because through the staircases the visitor first came to the library and the dining and recreation 
room, nil 

To return to the comparison between the Jesuit saints and the apostle princes, the location of the staircase can also be further interpreted: "As 
pillars of the Order, Ignatius and Franz Xaver literally carry the architectural structure of the college." f!21 The fact that the two religious 
saints found their way into the Dillinger staircases can be explained by the joint canonization of Franz Xaver and Ignatius von Loyola. The 
goal of the Dillinger Conceptionists may have been to present the first and most important religious sisters in a very prominent place to the 
visitor. |T3] 


[ 


Cf. Schneider 2014,58. 


Ibid., 233. The function of buttresses was ascribed to the two religious saints as early as the 17th century, as a letter from Pope Gregory XV. 
to Wolfgang Wilhelm von Pfalz-Neuburg of December 1,1621, by describing both as "strong pillars of the Serene Catholic 
Churches" (Schneider 2006,5, here cited after Schneider 2014,233 note 1222). 


[31 


Cf. Schneider 2014,242. 


[41 


Christine Schneider draws attention to this in connection with the Consistorial Report of 19 January 1622, which arose shortly before the 


canonization of the saint (12 March 1622). In this account the vocation of the prophet Isaiah is set in parallel with the mission of St. Francis 
Xavier (compare ibid., 242-243). 

At the same time, the movement of the hand takes on an almost iconographic gesture for Franx Xaver in the visual arts, because it intends 
to hint at the love of God, of which he was so much filled. See also ibid., 243. 


[61 


Torsellini 1674, frontispiece. See also ibid. 


[21 


Godfather points with his left to the banner with the question "QUIS GENUIT MIHIISTOS?" (Isaia 49) - Who gave birth to these ?, to 


which Franz Xaver answers: "IN CHRISTO IESU EGO (hos) GENUI" (1 Cor. 4). A Chinese Mandarin kneeling in the lower left part of the 
picture affirms the missionary's answer by saying "GENUIT NOS VERBO VERITATIS" (Iac.l). See also ibid. 


Ibid., 245. 


[9] 


ibid., 243. See also the ceiling fresco by Mondovi, where Andrea Pozzo transferred this motif as early as 1676 to monumental art. 


urn 


ibid., 245. 


[ 11 ] 


See also ibid. 


[121 


ibid. 


[121 


See also ibid. 


Iconography of the overall equipment (medium-specific) 

Glorification of St. Francis Xavier through the four continents 

• above: Opaion with the eye of God 

• Middle: St. Franz Xaver 

• below: America, Europe, Asia, Africa 
Written sources and pictorial templates 

Orazio Torsellini, Apostolic Life and Acts of the Holy Francisci Xaverii, Societe Jesu, Indian Apostle, Munich 1674; Frontispiece . 

Andrea Pozzo: ceiling fresco in the crossing of the church of S. Francesco Saverio (Mondovi) depicting the glory of St. Franz Xaver 

(1676-1679) [11 

Into monumental this motif was already transferred in 1676 by Andrea Pozzo. In the Jesuit church in Mondovi, the Jesuit saint flies to heaven 
in the company of an angelic crowd. The personifications of the continents accomodate this event in the gores. While Asia, America and 
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Africa are looking up in a relaxed attitude with sometimes sweeping gestures, Europe remains calm in its attitude. This makes their primacy 
among the continents clear. However, the continents of Pozzo remain witnesses of the event, there is no interaction between them and Franz 
Xaver, as he turns his gaze upwards. 

See Kerber 1971,43-46. For Pozzo's paintings in Mondovi see Pfeiffer 2010. 


workflow 

From 1736 was under the "director fabricae", the architect and lay brother Ignaz Merani, the new building of the college. In the course of the 
new and reconstruction work on the college building, starting in 1737, it was possible to begin with the interior fittings and equipment of the 
halls on the north and east wings. A year later, in 1738, the college was completed, but so that the work on the interior was not yet complete. 
It is believed that Joseph Ignaz Schilling carried out the work on the ceiling paintings in the library, the house chapel and in the two staircases 
in 1738. [3] 

The j-[f stor j a Collegii ca ^ s so ^ or ^ ears 1^37 to 1739 (here quoted after KD Swabia (Dillingen on the Danube) 6/1964, 325). 
pj Cf. Schneider 2014, 39; KD Schwaben (Dillingen on the Danube) 6/1964, 325-326; Zoepfl 1950,201. 


[31 


Cf. Schneider 2014,38-39. 


Dating and attribution problem 

Since there are no written sources about the artists involved in designing the stairwells, it can not be said with certainty when and by whom 
the work was carried out. Due to the work of the painter Joseph Ignaz Schilling, who is called in the Historia Collegii as a painter of the 
library, it is reasonable to suppose that he painted next to the library and the ceiling of the house chapel and staircases. However, there is no 
written or stylistic evidence for it, which "most artists who work on the wall-mounted equipment in the college must remain unknown," as 
Christine Schneider points out. [1] 

Schneider 2014,49; see. ibid., 39. For the attribution to Joseph Ignaz Schilling see also KD Schwaben (Dillingen on the Danube) 6/1964 
334. 


employee problems 

In the Dillinger Jesuit library, which is to be a work of Joseph Ignaz Schilling after the Historia Collegii, there is the signature "LB 1738". 
Since Schilling also painted the Munich library and the parish church of St. John the Baptist in Taufkirchen at the same time as the Dillinger 
Library, it is possible that the signature "LB" is an assistant to Schilling. Whether this assistant or employee of the artist was also involved in 
the ceiling paintings of the staircases, has not yet been proven, as there are no written or stylistic evidence to date. Thus, the frescoes of the 
staircases must be temporarily attributed to Joseph Ignaz Schilling. A collaboration of other artists and assistants can only be suspected. 


[ 


Cf. Schneider 2014,49. 
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Frauenriedhausen (Dillingen the former), Assumption 


Building type: Church 
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Frauenriedhausen (Dillingen the former), 
Assumption 

Period of design: 1734-1768 
Artists: Johann An wander 

Theme Description: Conversion through catechesis. 

Left to right: Africa, Europe, America, Asia 


Source for continent order: 

(https://erdteilallegorien.univie.ac.at/bilder/frauenriedhausen-dillingen-d-unser-lieben-frau-unbefleckter-empfaengnis/frauenriedhausen-3) 


In the fresco of the Parish Church of the Assumption in Frauenriedhausen, the Ecclesia personification teaches humanity, including the 
European population, of Mary's deliverance from the original sin and her role as the Mother of God and Queen of Heaven, as depicted above 
them. The main fresco is closely related to a smaller cartouche , which is located directly below the choir arch. In this, Mary hovers as an 
immaculata - standing with one foot on the crescent moon, with the other the serpent trampling the head - over a globe on which again the 
personification of Ecclesia leaning. In her right hand the Ecclesia holds the keys of Peter and holds a book, while she draws the attention of 
the group of three persons kneeling and standing at her feet with her left hand on the celestial appearance. This group of people is a simplified 
self-repetition of the artist from a long-distance fresco, the Anwander 1758 had performed in the parish and pilgrimage church same 
Patroziniums in the 18 kilometers west Schwennenbach. [...] [The portrayed are historical persons. On the right and left of the floating Mary 
standing or kneeling secular -clad figures, with the help of the detailed representation of the Schwennbach longhouse scene as the time of the 
painting reigning Elector of Bavaria Maximilian III. Joseph (left) and the late converted Palatine of Neuburg [and common patron] Wolfgang 
Wilhelm (reigned 1614-1653, right) can be identified. The in the ceremonial robe of the Grand Master of the Bavarian Knightly Order of St. 
George represented Elector, "who makes meritorious to the apostolic chair," [2] and as Grand Master of the special veneration of Mary and 
the belief in her Immaculate Conception and the protector of committed to the Catholic faith, [3] stands for [...] the presence of the flourishing 
Catholic faith and the Immaculata cult. St. George was the most important patron saint of Bavaria; the Bavarian nobility chose him during the 
Crusades and wore "as a token of such an order, and bounded and carried a red cross on their shields [...]". [4] The man next to the Grand 
Master kneeling in white robe and with a red cross on his left chest and a sword in his hand. The revitalization of this religiously oriented 
knightly order by Karl I. Albrecht, the father of Maximilian III. Joseph, in keeping with the Baroque Zeitgeist, which was characterized by 
deep piety, splendor and love of life alike, and above all must be understood as a manifesto of the absolutist idea of the state. Why the 
programist ultimately not on the actual Patronatsherrn, the Elector Carl IV Theodor von der Pfalz, as the grandmaster of his Palatine 
Hubertusordens is made, remains unclear. Although Carl IV Theodor was at the time of the painting designated successors of the Bavarian 
Elector, but to represent him more or less in the sense of a Vorgriffes as a future grandmaster, would be extremely unusual. 

The presence of Count Palatine Wolfgang Wilhelm is justified by the historical time level. While the founding of the Dillinger Seminar 
spawned the infrastructural prerequisites for a Catholic renewal, it was only the actual conversion of the sovereign in 1614 that created the 
legal and secular framework in the Duchy of Palatinate Neuburg. [...] This local-historical dimension of the cartouche image is extended in 
the main fresco through the continents to the world. Specifically for Frauenriedhausen is handed down that the decision of Duke Wolfgang 
Wilhelm to convert the Catholic faith by no means met with broad support. Rather, the inhabitants had refused and welcomed the 
reintroduction of religion in the course of the occupation of Lauingen by the Swedes in 1632. The confessional new beginning in the village 
after the Thirty Years' War, which had demanded a large tribute from the inhabitants with the loss of about four-fifths of the inhabitants, is 
closely connected with the assumption of pastoral care of the village by the Augustinians in Lauingen from 1686 , To these the parish should 
maintain a close relationship until secularization. On the other hand, they apparently maintained a more or less distant relationship with their 
actually responsible pastor, the pastor of Hausen. When it came to renovate or replace the dilapidated church, which had almost brought a 
storm in 1727, to renovate or replace, tried the parish itself in a petition of March 20, 1733 for approval by her patron sergeant, the Augsburg 
Bishop. The picturesque features of the new building was only 34 years later. In contrast to the then "foreign" master builder [10] , the 
Frauenriedhausen men approached this time with the task of a "domestic" artisan, the Johann Anwander resident of Lauingen. The mediation 
probably took place via the Augustinian monks. The picture program was probably - unlike the Schwennenbacher, whose programist Hans 
Sing in the Dillinger Jesuit College suspected - from a collaboration of community and painters: On the one hand, it reflects the successful 
didactic content of the community to a regular Sunday and holiday worship and to the further equipment of the church with church stalls and 
altars resisted; [13] On the other hand, it has strong connections to the formal repertoire of Anwander. [14] 

Finally, it should be mentioned that the image program in Frauenriedhausen, in which Ecclesia appears as the bearer of the mission, belongs 
to a group of representations which, according to Sabine Poeschel, has rarely been visualized in this form. [15 ] It is not by exclusion or by a 
visionary event that those present are converted, but by the means of catechesis. The teacher of this is a missionary or, as in the present case, 
Europe or the Ecclesia, where the dressed in Roman costume Europe in Lutzingen / Grofikotz in the tradition of the mythological goddess of 
wisdom and guardian of knowledge Minerva stands. [16] 

rl -i For details on the new identification, see Romberg , . . 2015, 398-401 and Romberg ^ , 2017, 382-385. 

111 ° denominations haitn 


[21 


Pope Benedict XIV praised this in a bull of April 4, 1758, in which he referred to Maximilian III. Joseph's request replies that the number 


of religious members of the Order of St. George may be increased at will; quoted after: AK Munich ^ ^ 0 fffr e House 1979, 24. 

pj In addition to St. George, the Virgin Mary was the Patroness of the Order. The four letters VIBI on the Cross of the Order, which stand for 
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T7 . . . r , „ . r , , also refer to this. In his founding speech on April 20, 1729, Charles I. Albrecht emphasized that 

Virgim Immaculatae Bavaria Immaculata 

everyone should be "all the more obligated and united, as we have this whole disposition to the glory of God, whose most cleanly-immaculate 

Mother Mary, and ancient of the house and country patrons, of St. George, in the most guilty gratitude of so many and innumerable, 

established by their assistance, and accepted and accepted by the almighty goodness from now on cited after: Destouches j^ ouse knight 

,, , j 1871, Vlf. and cf. , viii .; AC Munich u , 1979,18. 

Medal Haursntterorden 

^ Statute Book of the Order of Saint George of 1729, cited after: AK Munich ^ ouse K n {o}its Order ^79,13. 

rci Cf. AK Munchen TT . , 1979,12. The Bavarians were not the only ones who revived the idea of medieval knightly orders at 

151 Hausntterorden J ° J 

that time: 1701 Prussia, King Frederick I, Order of the Black Eagle; 1708 Kurpfalz, Elector Johann Wilhelm, Hubertusorden; 1721 Cologne, 
Elector Joseph Clemens, Order of Michaels. Not only in German-speaking territories, but throughout Europe, new foundations were made; 
see. ibid., 42 note 32. 


The Bavarian line of Wittelsbacher went out with the death of Maximilian III. Joseph. His marriage to Princess Maria Anna of Saxony, 
daughter of the Polish King August III. and the Austrian Archduchess Maria Josepha, had remained childless. 


[ 7 ] See Springer Geschichte 1979, 339. 

For the year 1755 it is documented that the community had taken the plan to unite with the other Riedhausen (now Veitriedhausen) to a 

parish; However, this project failed due to financial constraints. It was not until 1835 that Frauenriedhausen dissolved from the parish of 

Hausen and was incorporated into the parish of Lauingen. See Springer ^ „ 1973, 61. 

r r ° r ° rrauennedhausen 


[91 


See ibid., 41. 


In Frauenriedhausen asked the provincial chamber in Neuburg on the Danube in 1734 when the church was rebuilt to "hire" domestic 

craftsmen, say from Lauingen. Cf. Festschrift ^ „ 1973,41.. 

J ° t rauennednausen 

Although the mediation of the painter could also have been done on the Hausener pastor, since An wander had already painted in 1759 the 

today destroyed frescoes in the local mother church of St. Peter and Paul. However, this allowed the community largely independent grant. 

See KD Schwaben 7/1972, 373; Springer r . , r 1973,43. 

r ° brauenned-hausen 

[121 Cf - Slng Bilddokumem 1976, 113 ‘ 

The originally baroque high altar, which was removed in 1866, was a foundation of a single farmer's son from 1729; the community had him 

in 1746 colored. See Springer ^ „ 1973,43. 

r ° b rauennednausen 

According to Anton Merk, Anwander drew "Bonds from the frescoes by Schwabisch Gmiind, Schwennenbach and Unterkochen". See Merk 


Anwander 


1982,86. 


In her dissertation Sabine Poeschel cites as the only example a drawing by Lazzaro Baldi, which dates from the second half of the 17th 
century and is kept in the Gabinetto Nazionale delle Stampe in Rome. See Poeschel ^ , ., 1985, 249 and cat.-no. 16th 

- Cf. the presentation tradition in detail Romberg yy or ld in Austria 

A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation . 


(* ) There is a mistake concerning the Patrozinium Our Lady Immaculate Conception (250), which is listed in the monuments of Schwaben 
1972. A mistake that runs through the literature. Right is the Assumption. 

Iconography of the overall equipment (medium-specific) 
from west to east: 

LONG HOUSE 


northern page pictures: 
o Mary's help to the sinners [Grisaille] 
o Mary Annunciation 
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o Maria's help for the sick [Grisaille] 

Means images: 
o Mariae's birth 

o Conversion through catechesis [signature] 
o Glorification of the Maria Immaculata 
southern side pictures: 

o Mary's help for Christianity, symbolized by the Battle of Lepanto (Pope Pius V and Don Juan d'Austria) [Grisaille] 
o Maria Visitation 


o Maria's help for the oppressed [Grisaille] 


CHOIR 

• northern gussets: 

o Ev. Lukas 

o Ev. Matthew 

• northern side picture: Judith and Holofernes 

• Middle picture: Mariae Himmelfahrt 

• southern side picture: Esther and Ahasuerus 

• southern gusset pictures: 

o Ev. Markus 

o Ev. John 

Conservation status and restoration 

The interior decoration of the church was profoundly altered between 1863 and 1868 by the removal of the baroque high altar (dated 1729, 
dated 1746) and the side altars and the installation of new altars, an organ and a pulpit in the neo-Romanesque style. Although the "new" 
furniture was removed as part of the interior renovation in 1954, but the original baroque altars, including the altarpieces by Johann Baptist 
Anwander were irretrievably lost. In 1957 only the high altar (Franconian, around 1680/90) was replaced. [JJ 

The frescoes were restored in 1904 for the first time by the Munich painter Huwyler and again in 1954 in the course of the re-Baroque. Seven 
years later, the exterior was renovated. 


Uj See KD Schwaben 7/1972,250,252; Springer 1979, 341 


[21 


See Springer 1973,65 
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See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/frauenriedhausen-dillingen-d-mariae-himmelfahrt 
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Wurzburg (Wurzburg), Prince-Bishops 
Residence, Hall of Mirrors 

Period of design: 1736 to 1745 
Artists: Georg Anton holiday 


Theme Description: The four Continents. 

Each continent is clearly identified by its common attributes. 

The four continents 
Conservation status and restoration 

In 1945, the mirror cabinet of the residence was destroyed and reconstructed again in 1979-1987. 

author 

• Marion Romber g 
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See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/wuerzburg-wuerzburg-fuerstbischoefliche- 
residenz-spiegelsaal 
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Rennertshofen (Neuburg Schrobenhausen), St.John Baptist 


Building type: Church - Location: Germany 
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Rennertshofen(Neuburg-Schrobenhausen), 

St. John Baptist 

Period of design: 1737 
Artists: Carl Conrad Prauneck 

Theme Description: Scenes from the life of St. John the Baptist, glorified by the four continents. 

Source for continent order: ( https://erdteilallegorien.univie.ac.at/bilder/rennertshofen-neuburg-schrobenhausen-st-johannes- 
baptist/rennertshofen-neuburg-schrobenhaus-4 ) (https://translate .google .com/translate ?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien .uni vie .ac .at%2Ferdteilallegorien%2Frennertshofen-neuburg-schrobenhausen-st-johannes-baptist) 


Excerpt from the dissertation by Marion Romberg "The world in the service of denominations. Erdteilallegorien in village 
churches in the area of the prince bishopric of Augsburg in the 18th century "(413-415): 

The long house fresco in the parish church of St. John the Baptist in Rennertshofen has, in addition to the directly visible to the 
patron sacred area dedicated to a second message level, which is attributable to the Visitation of Mary. In this encounter 
Elizabeth, the mother of the patron saint, and Mary, the mother of the Redeemer, each other and Elizabeth calls according to 
Luke 1: 42-43: 

"Blessed are you more than all other women and blessed is the fruit of your womb. Who am I, that the mother of my Lord comes 
to me? " 


As in Romenthal, the patron of the church is only apparently the only cult object, and here too the chosen scenes from the life of 
St. John Baptist tie in with the Incarnation of Christ. The program was given to the painter in Rennertshofen shortly as follows: 

"In front of the long house and in the same a horizontal Perspectiv Cupel with histories and the life of St. To knock out John 
Baptists ". [1] 

The desire of the client, whom the painter Carl Conrad Prauneck immortalized together with the pastor in the choir fresco, he 
fulfilled - unlike Zinks implementation in Neuler - by a Gloriendarstellungen and these surrounding individual mirrors with 
scenes from the life of the church patron, but Prauneck was large rectangular mirror available to fill. He divided it in a first step 
horizontally and vertically into four scenes, in which central moments from the life of the saint are illustrated. In a second step, 
he drew two diagonals, at the ends of which he bound the four continents with a large entourage. In the center of the 
composition, the godfather painted in Camaieugrau floats in the midst of a host of angels. In the east of the ceiling mirror, Europe 
and Asia flank the Visitation of Mary, followed by the baptism of Christ, America, St. John before King Herodias, Africa and, 
finally, the preaching of St. John. 

The groups of continents are pyramidal: Perched on the highest position is the representative of the continent, standing at her 
feet, kneeling, riding, etc. her entourage amidst a variety of attributes. Europe is majestically dressed in a golden cloak with 
ermine collar, wearing a crown, holding a scepter and stretching a burning heart to heaven. To the left of her are a horseman in 
armor on a black steed and below her throne to see another harness-wearing man in a kneeling position. To the left and right of 
this are musical instruments, master utensils, two putti with painters' accessories as well as a picture of Mary and finally an 
allegory of fertility and wealth, recognizable by the cornucopia. Behind this are two persons with wig and black hat. It is 
believed that this is a self-portrait of the artist with his son. [2] 

Asia vis-a-vis wears a pointed turban, a flowing robe, including a dress with a gold bust and holds up a censer. Her entourage, 
consisting of six men, is traditionally dressed in kaftan and turban and armed with sabers, arrows and bows. An allegory of 
abundance is also assigned to this continental group. 

At first sight, Africa and America can only be distinguished by their skin color, otherwise they are similarly dressed. Both wear 
turban, flowing robes, feather headdress, upper arms and chest as well as pearls. While the light brown skin of the America 
accompanied by a lion is protected by a parasol, Africa with its dark brown skin does not need this protection; as an animal, she 
is assigned a monkey. One of her companions wears an elephant's exuvia, another a solar disk. [...] 

Although the continents as well as the burning heart in the hand of Europe correspond with the scenic representations of the life 
of the patron saint, in their basic message they pay homage to the sensus spiritualis of the incarnation of Christ. 

■ i - According to contract with the artist Carl Conrad Prauneck of April 16,1737, stored in BHStA, PNA, NA 1989, No. 4422, 
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cited from: CdbM 10/2005,247. 


[ 2 ] 


See ibid. 251. 


A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation . 

Iconography of the overall equipment (medium-specific) 

From north to south: 

LONG HOUSE 

Scenes from the life of the patron saint and Saint John Baptist 

Saint John before King Herodias 
Africa 

Homily of St. John 
Europe 

Visitation of Mary 
asia 

Baptism of Christ 
America 
CHOIR 

Glorification of the Trinity by various saints as well as local rule 
Conservation status and restoration 

In 1797 due to repairs to the choir and church roof a partial completion of the stucco was necessary 
Interior renovation in 1957 and 1998/99 

program design 

The program was given to the painter in Rennertshofen shortly as follows: 

"In front of the long house and in the same a horizontal Perspectiv Cupel with histories and the life of St. To knock out John 
Baptists ". [1] 

■ i - According to contract with the artist Carl Conrad Prauneck of April 16,1737, stored in BHStA, PNA, NA 1989, No. 4422 
cited from: CdbM 10/2005,247. 


Written sources and pictorial templates 

Excerpt from the dissertation by Marion Romberg "The world in the service of denominations. Erdteilallegorien in village 
churches in the area of the prince bishopric of Augsburg in the 18th century "(415): 

The locally active painter Conrad Prauneck was inspired by the equipment of the congregational hall Maria de Victoria in 
Ingolstadt. The Ingolstadt ceiling program was created about two years before Rennertshofen by Cosmas Damian Asam. Not 
only in the message, the mystery of the Incarnation of Christ, but especially in the multi-layered edge composition of the image, 
whose "architecture and vegetation to the center of the fresco run" oriented Prauneck to Asam. With his oeuvre, the Rennertshof 
artist was quite well acquainted, as other single set pieces from other outfits show. While the architectural motif originates from 
the Ingolstadt plant as the scene of the Visitation of the Virgin Mary, he cited the Christmas vision of St. Bernard in the 
balustrade motif (including the man) and the group around God the Father from the Aldersbacher Klosterkirche in 1720. He also 
took inspiration from the continents from Asam's composition. In the attribution of the European personification, the cornucopia, 
the instruments and the image of Mary refer to the Ingolstadt origin. [2] 

■ "Asam and Prauneck's main view of the high altar illustrates the mystery of the Incarnation of Christ, first through the 
Annunciation and secondly through the Visitation." See CdbM 10/2005, 254. 


[21 


See ibid. 


A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation . 
workflow 

Excerpt from the dissertation by Marion Romberg "The world in the service of denominations. Erdteilallegorien in village 
churches in the area of the prince bishopric of Augsburg in the 18th century "(182f.): 
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At the time of painting the Rennertshofen parish church patrons were the dukes of Pfalz-Neuburg were. Here, in 1735, the pastor 
Johann Arnold, appointed three years earlier, started to furnish the stucco and frescoes of the newly built church in 1702; 
However, this without consultation with the magistrate of Rennertshofen or the ducal Patronatsherrn or its representative on site, 
the Baron Joseph Ferdinand von Coudenhoven. This had been appointed in 1733 ducal orderly. When the authorities learned of 
the beautification measures, they filed a complaint against the pastor at the Duke. Not only from this side, but also from his 
immediate superiors in Augsburg Pfarrer Arnold was reprimanded. He had also 'deceived' her by 'permitting' her permission by 
providing false information about the extent of the renovations, which should be limited to the whitewashing of the inner and 
outer shell of the church. Finally, it came to an agreement in a meeting on 16 April 1737, and in the same year the decoration was 
completed by local artists. In the choir fresco all parties are immortalized on a balcony: Pastor Arnold together with the local 
lordship, Baron Joseph Ferdinand von Coudenhoven. At their feet, the village of Rennertshofen spreads out in 1737 and above 
them testify a variety of saints the inclusion of the church patron John Baptist in the sky. 

^ See ordinariate consensus of 16.1.1737, cf. CdbM 10/2005,244. 

A complete list of the literature used in the dissertation can be found in the database under Bibliography> Dissertation . 
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Nassenfels (Eichstatt), St. Nicholas 

Building type: Church - Location: Germany 
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Nassenfels (Eichstatt), St. Nicholas 

Period of design: 1737-1738 
Artists: Gabriel Seel 

Theme Description: Glorification of the Queen of Heaven by the four continents. 

Left to right: Africa, Europe, Asia, America 

Source for continent order: ( https://erdteilallegorien.univie.ac.at/bilder/nassenfels-eichstaett-st-nikolaus/nassenfels-foto-3 ) 

Iconography of the overall equipment (medium-specific) 

From West to East: 

ORGAN EMPOR PARAPET 

• above: 

o Healing a blind man through Jesus 
o Expulsion of the merchants from the temple 
o Marian emblem: mirror 
o Marian emblem: tower 
o Baptism of Christ 
o Marian emblem: Altar 
o Marienemblem: Himmelstor 

o A man crashes from the scaffolding (below the gallery) 
o Jesus surrounded by children 
o Healing a possessed by Jesus 

• below: 

o St. Nicholas stands as a three-day-old baby in the bath tub (so-called baby miracle) 
o Refusal of mother's milk by St. Nicholas 
o St. Nicholas as bishop 

o Dowry of the three virgins - gift of the three virgins with three gold balls (so-called Jungfrau legend) 
o Saint Nicholas as a savior in distress 
LONG HOUSE 

• Pulpit: 

o Jesus as a good shepherd 
o the four evangelists 

• northern page pictures: 

o holy Wunibald 
o Saint John the Baptist 
o Saint Willibald 

• Means images: 

o Blessing of the parish church by the patron saint of St. Nicholas (with town view) 
o Glorifying Mary as Queen of Heaven through the four continents 

• southern side pictures: 

o Saint Richard 
o holy Sebastian 
o holy Walburga 
CHOIR SHEET 

Coat of arms of the patron saint, Johann Anton von Freyberg-Hopferau, Prince-Bishop of Eichstatt 
CHOIR 

• northern page pictures: 

o Emblem: sunrise 
o Escape to Egypt 

o Adoration of the shepherds 

• Middle picture: Circumcision of Christ 
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• southern side pictures: 
o Emblem: sunset 
o Presentation in the temple 
o Adoration of the Magi 
Conservation status and restoration 

The renovation of 1892 significantly affected the appearance of the interior of the church. The overpaintings made here were also 
used in the course of subsequent restorations in 1949,1999 and 201 If. no longer be corrected. As a result, the frescoes "only in 
composition to the original" [1] . 

tl] CdbM 13/2008,363. 

Written sources and pictorial templates 

Gabriel Seel was inspired by the equipment of the congregational hall Maria de Victoria in In g olstadt . The Ingolstadt ceiling 
program was created about three years before Nassenfels by Cosmas Damian Asam. Unlike Carl Conrad Prauneck, who was 
inspired in the Rennertshofen parish church by the multi-edge composition of the original, Seel copied only a few people and set 
pieces from Asam. The personifications of Europe and Asia as well as their companions come from the Asamfresko. 


author 

• Marion Romber g 
bibliography 

Grimmin ger, Christina , and Kai-Uwe [ Ill. ] Nielsen , eds . Cdbm 13 - Corpus Of Baroque Ceiling Painting In Germany . Bd. 13: 
Free State of Bavaria, Regierungsbezirk Oberbayern: Landkreis Eichstatt. Munich: Hirmer, 2008. 

Gotz . Ernst , and Heinrich Habel , eds . Dehio Bayern 4/2006 - Georg Dehio. Handbook of German Art Monuments. Bayern Iv: 
Munich and Upper Bavaria . Munich: German Kunstverl., 2006. http://swb.bsz-bw.de/DB=2.1/PPN?PPN=257242325 . 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/nassenfels-eichstaett-st-nikolaus 
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Dillingen on the Danube (Dillingen aD), St. Peter 

Building type: Church - Location: Germany 
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Dillingen on the Danube (Dillingen aD), 

St.Peter 

Period of design: 1734-1735 
Artists: Matthias Wolcker 


Theme Description: Adoration of the Holy Trinity by St. Peter and Paul, the four continents, secular and spiritual dominion. 
Left to right: Asia, America, Europe, Africa 


Source in description: 

(https://erdteilallegorien.univie.ac.at/bilder/dillingen-der-donau-dillingen-d-st-peter/dillingen-der-donau-dillingen-d-pfarrkirche-2) 


Iconography of the overall equipment (medium-specific) 

Organ loft: Christian virtues (Faith, Love, Hope) flanked by two medallions with excerpts from the Te Deum 
Nave: 


• Northern sides - flanked by two medallions with excerpts from the Te Deum: 

o St. Ulrich - Inscription: SANCTUS UDALRICUS EPISCOPUS AUGUSTANUS 
o St. Narcissus - Inscription: SANCTUS NARCISSUS EP. MARTYR & APO STAUG 
o Moses with the tablets of the law - inscription: SANCTUS MOYSES DUX ISRAEI & PROPHETA 

• Nave: 

• 1st yoke: 

o Middle image: Adoration of the Holy Trinity by St. Peter and Paul, the four continents, secular and spiritual rule 
o Font cartridge: TE PER ORB EM TERRARUM SANCTA CONFITETUR ECCLESIA [Te Deum] 
o Page pictures with name cartridges: The four church fathers 

• 2nd yoke: 

o Middle picture: Adoration of the Holy Trinity by the painful Mary, the HI. Paul and Peter and a group of martyrs (St. George, 
Stephen, Laurentius, Afra, Apollonia 

o Font cartridge: TE MARTYRUM CANDID ATUS LAUD AT EXERCITUS [Te Deum] 
o Page pictures with name cartridges: 4 saints (St. John Nepomuk, Faustus, Sebastian and Vitus) 

• 3rd yoke: worship 

o Middle image: Adoration of the Holy Trinity by Mary, Peter and Paul and a group of prophets (including Jonah, Elijah, Aaron, 
John the Baptist, Daniel) 

o Font cartridge: TE PROPHETARUM LAUDABILIS NUMERUS [Te Deum] 
o Page Images with Name Cartridges: The Four Evangelists 

• Southern sides - flanked by two medallions with excerpts from the Te Deum: 

o St. Dominic - Inscription: SANCTUS DOMINICUS ORDINISPRAED ICATORUM 
o St. Francis - Inscription: SANCTUS FRANCISCUS SERAPHICUS STIGMATIZAT 
o David with harp - inscription: SANCTUS DAVID REX ISRAEL e PROPHETA 

Choir: 

• Middle picture: Adoration of the Holy Trinity by Mary and the church patrons Peter and Paul 

• Page pictures: eleven of the twelve apostles (Judas Thaddeus, Matthew, Philip, Thomas, James the Elder, Andrew, John, James the 
Younger, Bartholomew, Simon, Matthias 

• Font cartridge: TE GLORIOSUS APOSTOLORUM CHORUS. 

Conservation status and restoration 

1795/96 interior renovation (Ausweiselung) 

1828 interior renovation 

• Reset the pilasters 

• Demolition of the cross altar 

• Renovation of the choir side altar 
1859 construction work due to static problems 

Interior renovation in 1874 [restoration of the frescoes by the painters Ph. Winter and Max Kopp] 

1933-35 interior renovation: correction of the "unfavorable results of the renovations of the 19th century" by the Gebr. Haugg, Ottobeuren 
1970/71 Interior renovation - Correction of the interventions of 1828, in which the recessed side galleries were brought forward again to the 
front of the pilasters. [2] " 

1988 exterior renovation 
2006 interior renovation [3] 

rl 1 . detail on this Kessler 1934/1935, 36-42. 

[l]jn 
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cf. Dehio Bayern 3/2008,263. 



I Notes together with the interior renovation in the early 1970s in an inscription cartouche above the organ at the western back wall of the 


church. 


Written sources and pictorial templates 

Text template: Te Deum laudamus - Transcription after the inscription cartouches in St. Peter Dillingen on the Danube: 
Te Dominum confitemur 


Te aeternum patre [m] omnis terra veneratur. 

Tibi omnes angeli, tibi caeli et universae potestates: 

Tibi cherubim et seraphim 

incessabili voce proclama [n] t sanct. Sanctus Sanctus Dominus Deus Sabaoth. 

Pleni sunt caeli and terra maiestatis gloriae tuae. 

Te gloriosus apostolorum chorus: 

Te prophetarum laudabilis numerus: 

Te martyrum candidatus laudat exercitus. 

Te per orbem terrarum sancta confitetur Ecclesia: 

Patrem in the [m] ensae mayest [atis] 

Venerandu [m] tuu [m] veru [m] & unicu [m] Filiu [m] 

S: [anctum] quoq [ue] Paraclitu [m] Spiritum 

Tu Rex gloriae, Christe. 

Tu Patris se [m] piternus es Filius. 

Tu ad liberandu [m] suscepturus hominem, non horruisti virginis uteru [m]. 

Tu devicto mortis aculeo, aperuisti credentibus regna caelorum. 

Tu ad dextera [m] Dei sedes, gloria patris. 

Iudex crederis eat venturus. 

Te ergo quaesunis [! Umus], tuis famulis subveni, quos pretioso sanguine redemisti. 
Aeterna fac cum sanctis tuis in gloria numerari. [3] 

Salvum fac populum tuum Domine, 

Dominic: et benedic haereditati tuae, 

Et rege eos, et extra illos usque in aeternum. 

Per singulos this, benedicimus te. 

& laudam [us] nomen tuum in saeculu [m, et in saeculum] saeculi 

Dignare Domine, the isto sine peccato nos custodire 
Miserere nostri, DNE [Domine I, miserere nostri. 


Fiat misericordia tua domine, super nos, 

Back wall - quemadmodum speravimus in te. 

In te, domine, speravi: non confundar in aeternum. 


workflow 

In the spring of 1734, the painter Matthias Wolcker is obliged by the Dillinger Council for the painting of the parish church. He painted the 
frescoes in the choir in the same year and the following year in 1735 the long house frescoes. 


See Zoepfl 1945; KD Schwaben (Dillingen) 6/1964,131 


author 
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2nd, revised. Aufl. Munich: Dt. Kunstverl., 2008. http://swbplus.bsz-bw.de/bsz276942353rez-00.htm . 
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Zoe pfl, Friedrich . _The Catholic parish church of Dillingen_^ . Yearbook of the Association For Augsburg Diocesan History Ev 6th Yearbook 
Of The Association For Augsburg Diocesan History Ev (1972): 70-93. http://swb.bsz-bw.de/DB=2.1/PPN?PPN=01567195X . 


See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/dillingen-der-donau-dillingen-d-st-peter 
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Ottobeuren (Lower Allgau), SS. Theodor and Alexander 


Building type: Church 


Location: Germany 
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Ottobeuren (Lower Allgau), SS. Theodor and 

Alexander (frescoes) 

Period of design: 1737-1766 
Artist: Franz Anton Zeiller 


Theme Description: 

Glorification of the Ekklesia through the four continents. 

Left to right: Asia(Turban), American(Parasol), Africa, Europe 


See continents listed here: 

https://erdteilallegorien.univie.ac.at/hilder/ottoheuren-unterallgaeu-ss-theodor-und-alexander-fresken/ottoheuren-unterallgaeu-kirche-13 

https://erdteilallegorien.univie.ac.at/bilder/hernheuren-weilheim-schongau-st-nikolaus/hernheuren-weilheim-schongau-pfarrkirche-5 


Iconography of the overall equipment (medium-specific) 
From north to south: 


UNDER THE ORGAN EMPORE 

• the parable of the Pharisee and publican 

• Temple cleansing of Christ 

• the victim of the poor widow 
LONG HOUSE 

• Western side chapels: 

o St. John of Nepomuk before King Wenceslas 
o St. Nicholas as a savior of innocents 

• Nave: 

o 1000th anniversary of the monastery Ottobeuren 1764 

o Glory of Saint Benedict and the work of his Order in mission, folk chaplaincy and as promoter of science and art, surrounded by 
four scenes from the life of the saint (grisaille): 

■ St. Benedict with founders 

■ St. Benedict and the jealous priest Florentius 

■ St. Benedict and the Goth Zalla 

■ St. Benedict with the leader of humility 

• eastern side chapels: 

o the donkey wonder of St. Anthony 
o Mantle donation of St. Martin 
WESTERN CENTRAL HOUSE 

grace stairs 

CROSSING 

the dispensation of the Holy Spirit to Mary and the group of apostles, as well as to all mankind (continents), surrounded by the four 
evangelists (fresco gore) and the four church fathers (stucco) 

EASTERN CROSSHOUSE 

Condemnation of the holy Felizitas with their seven sons 

CHOIR SHEET 

Coat of arms of the monastery 

CHOIR 


Western side chapels: 
o Birth of Jesus 
o Annunciation of Jesus 
Central panel: 

o God father in the midst of his invisible creation, the nine choirs of angels, surrounded by four scenes from the Old Testament 
(Grisaille fresco) and the Christian virtues (stucco): 
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■ Expulsion of Heliodor from the Temple - Inscription Cartouche: 2nd Mach: C. 3 

■ Healing of Heliodor - Inscription Cartouche: 2. Mach: C. 3 

■ Purification of the High Priest Joshua - Inscription Cartouche: Zach: C. 3 

■ Train through the Red Sea - inscription cartouche: Exod: C. 14 
o Adoration of the Lamb of God by the 24 elders 

• eastern side chapels: 

o Ascension of Jesus 
o Resurrection of Jesus 

author 

• Marion Romberg 
bibliography 
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Prusinovsky , Rupert . Benedictine Abbey Ottobeuren. Basilica of St. Alexander and Theodore . 7. Aufl. Kempten: AZ Druck und 
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See original site in german: https://erdteilallegorien.univie.ac.at/erdteilallegorien/ottobeuren-unterallgaeu-ss-theodor-und-alexander- 
freshen See continents listed here: https://erdteilallegorien.univie.ac.at/bilder/bernbeuren-weilheim-schongau-st-nikolaus/bernbeuren- 
weilheim-schongau-pfarrkirche-5 
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Mallersdorf (Straubing Arch), St. John 
Evangelist IfrescoesI 

Period of design: 1741-1747 
Artists: Johann Adam Scho pf 

Theme Description: Vision of St. John on Patmos, in the face of the successful spread of the Benedictine order under the 
protection of Mary. 

Source for continent order: (https://translate.google.com/translate ?hl=en&sl=auto&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien%2Fmallersdorf-straubing-bogen-st-johannes-evangelist-fresken) 

/ (https://erdteilallegorien.univie.ac.at/bilder/mallersdorf-straubing-bogen-st-johannes-evangelist-fresken/mallersdorf-straubing- 
bogen-3 ) 


The three-storey ceiling fresco in the choir of the monastery church is dedicated to the glorification of the apocalyptic lamb and 
the missionary activity of the Benedictine order in the world. In the center of the fresco, in a golden glory, the Father of God 
glories enthroned with the tetramorph, and beneath him the Lamb of God with the sevenfold sealed book, which is held up by an 
angel. On both sides are gathered the 24 elders and a multitude of angels. It is the vision of St. John on Patmos, Rev. 5: 8-14. 

John himself, accompanied by his symbolic animal, the eagle, and the personification of faith with quill, is depicted floating on a 
cloud in the east of the fresco. Below him is one of the two terrestrial scenes that conclude the sky phenomenon on the narrow 
sides of the fresco. 

In the midst of a green hilly landscape, Saint Benedict leads the missionary work of his brothers by destroying an idol statue with 
his staff. This act is reverentially watched by the personification of Europe depicted in the profile. Wearing a coronation robe and 
kneeling with scepter and crown, she kneels before the pedestal of the fallen statue. At her feet is her constant companion to see a 
horse. In addition to this, members of the clergy (bishops, pope and a Benedictine) distribute the followers of Luther, Zwingli 
and Calvin with the power of the most holy altar sacrament and the cross (lightning). The personification of Asia and her camel 
remain unmolested. She sits a little above these worshipers and looks up spellbound to the heavenly phenomenon. Behind 
Europe, one Benedictine teaches, another baptizes a ruler, others lead a procession on the opposite side and are engrossed in 
dialogue with religious nuns. 

The eastern side of the fresco, dedicated to Europe and Asia, is to the west facing the work of the Order overseas. The monks 
take on the dangers of the crossing - represented by the billowing sea and a hydra - under the protection of Maria Immaculata. 
Under their guidance, they enter foreign worlds that can be seen on the right (America) and left (Africa) of this middle scene. 

The inhabitants of both continents are of brown to black skin color, usually dressed only with a feather skirt and decorated with 
pearls and gold ribbons. They receive with humility and devotion the Word of God from the Benedictines, who are evangelizing 
in their midst. 

Theologically, the program of the choir fresco refers to the Bible passage Rev. 5: 8-14: 

"When it had received the book, the four living beings and the twenty-four elders fell down before the Lamb; all wore harps and 
golden bowls full of incense; these are the prayers of the saints. / And they sang a new song: worthy are you to take the book and 
open its seals; for you have been slaughtered, and have acquired with your blood / men for God / of all tribes and languages, / of 
all nations and nations / and you have made them for our gods / kings and priests; / and they will rule the earth. /1 saw and I 
heard the voice of many angels around the throne and around the living beings and the elders; the number of angels was ten 
thousand times ten thousand and thousand times thousand. / They cried in a loud voice: "Worthy is the Lamb that was 
slaughtered, / to receive power, riches and wisdom, / strength and honor, glory and praise. / And all the creatures in heaven and 
on earth, under the earth and on the sea, all that is in the world, I heard speak: Him who sits on the throne, and the Lamb / praise 
and glory and honor Power for all eternity. / And the four living beings spoke: Amen. And the twenty-four elders fell down and 
worshiped." 

The iconography of the continents is here connected with the New Testament symbol of the sacrificed and victorious risen Christ 
in the form of the Lamb. 

Iconography of the overall equipment (medium-specific) 

From West to East: 

LONG HOUSE 
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The refusal of St. John the Evangelist to yield to heresy [M. Schiffer, 1776] 

Chorbogen [JA Schopf, 1747]: 

• (Long side of the house): eagles fly towards the sun - inscription: SURSUM CORDA - Banner: Hie it ni reverens instat 
caeli ultio stricta terribilis LoCVs Iste, DelqVe trI-VnIVs aides IYsta reportabls, si reVerenter aDs. [= 1740] 

• (Choir side): founder of the monastery the counts of Kirchberg - inscription: DEO TER OPT. MAX. IN HONOREM S. 
IOANNIS APOST & GOSPEL VIRGINIS SECRETARIO VERBIDIVENI. FILIIMARIAE VIRGINIS DILECTIIESU 
DISCIPULIMAGISTRIDILECTIONIS. - HANC AEDEM FUNDAMUS DICAMUS ET CONSECRAMUS PATER ET 
FILIUS HENRICUS ET ERNESTUS, COMITES KIRG MOUNTAIN 

CHORUS [JA Schopf, 1747]: 

• northern side images (Grisaille): 

o Mary in the rose garden and St. John with the symbol of the virginity of Mary of a lily - Banner: PASCITUR INTER 
LILIA Cant. 6. - Inscription cartouche: VIRGO 

o Heating a cauldron and St. John in boiling oil - Banner: TANQUAM AURUM FORNACE PROBAT Sap. 3. - 
Inscription cartouche: MARTIR 

o Man looks after a pigeon with olive branch and Saint John as author of his Gospel "IN PRINCIPIO ERAT VERBU." 
- Banner: TULIT MEDULAM CEDRI Ezech. 17. - Inscription cartouche: EVANGELISTA 

o Fountain in the garden and sermon of St. John - Banner: IRRIGANS UNIVERSA PERFICIEM TERRAE Gen. 2 
[Gen 2,6] - Inscription cartouche: APOSTOLUS 

• Middle image: Vision of St. John on Patmos, in the face of the successful spread of the Benedictine order under the 
protection of Mary [signature] 

• southern side images (grisaille): 

o two persons in a wine cellar and preaching of St. John - banner: ORDINAVIT IN ME CHARITATEM Cant. 2. - 
Inscription cartouche: MAGISTER DILECTIONIS 

o Moses blesses the tribe of Benjamin and the last supper - Banner: BENIAMIN AMANTISSIM [us] DOMINI Deut. 
33 - Inscription cartouche: DILECTUS JESUS 

o a putto plants a tree and the crucifixion of Christ - banner: ACCIPIT IN SUA loan. 19. - Inscription cartouche: 
FILIUS MARIAEV 

o Putto with keys in front of a locked door and St. John on Patmos - Banner: TU POTUISTIAPERIRE 
SACRAMENTUM. Dan. 2 - Inscription cartouche: SECRETARIUS VERBI 
Conservation status and restoration 

According to the inscription in 1890, the choir fresco was restored by A. Kainz from Pfaffenberg. The last restoration of the 
interior took place between 1972 and 1975. 

Written sources and pictorial templates 

The missionary groups are partly from the engraving "Glorie of St. Benedict" by Johann Karl von Reslfeld (1658-1735), 
engraved by Leonhard Heckenauer (1655-1704). For a picture of the entire composition of Reslfeld and further information, see 
The Glory of St. Benedict - Thesesheet by JK von Reslfeld and its reception . 

author 
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Scheer (Sigmaringen), St. Nicholas 


Building type: Church 


Location: Germany 
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Scheer (Sigmaringen), St. Nicholas 
[Chorfreskenl 

Period of design: 1742-1755 
Artists: Franz Ignaz Oefele 

Theme Description: Salvation through the incarnation of Christ. 

Left to right: Europe, Asia, America, Africa 

Source for continent order: ( https ://translate .google.corn/translate ?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie .ac .at%2Ferdteilallegorien%2Fscheer-sigmaringen-st-nikolaus-chorfresken ) / 

(https://erdteilallegorien.univie.ac.at/bilder/scheer-sigmaringen-st-nikolaus-chor/scheer-sigmaringen-chor-0) 


A church interior with red marble columns opens the view to a multi-figured scene. On a staircase, a large number of people 
gathered. At the highest point, a white-bearded man kneels in front of an altar. He is dressed in a golden cloak and a long white 
robe girded with a zingulum. On the altar there is a covered chalice, a cross with the crucified Christ and a candle. Below the 
altar in a semicircle kneels a woman surrounded by twelve men: Mary and the twelve disciples of Christ. Together they pray for 
the arrival of the Redeemer. 

Upon their earnest petition, the space in the upper third of the picture opens in favor of a cloud formation, in the center of which 
a goddess appears in front of a glowing halo and announced by a host of angels and putti. He holds in his right hand a scepter and 
points with his left hand to the posted under him. Together with the Holy Spirit, represented as a white dove, God the Father 
sends his Son to the earth. Christ in boy form hovers exactly over the covered chalice on the altar. 

The content of the event is enhanced by the group of people in the lower third of the picture, whose allegorical interpretation 
represents the totality of mankind on earth. All dominate a pedestal protruding obliquely from left to right, covered with a purple 
rug of golden trim, a Roman general with a golden breastplate, a purple cloak and a commander's staff. With his left hand on his 
heart, he looks awestruck at the event above him. His left hand points to the symbols of ecclesiastical power behind him - tiara, 
keys of Peter and Pope's cross, which are presented by a pageboy. Diagonally in front of it, another page raises a serrated crown 
from a green cushion lying in front of it, on which a princely hat rests. The group represents the continent of Europe . The other 
three continents are directly connected. Slightly behind Europe are the two representatives of Asia . A bearded man is wearing a 
green caftan and blue coat. As belonging to Asia, a turban adorned with a precious brooch draws him in homage before the event 
with his left hand. His companion also looks up and holds a censer in his hands. A green shade, which seems to stand behind her 
in a vacuum, serves as a canopy. 

The counterpart to the Europe-Asia Group in the left half of the picture is the Africa-America Group opposite. Africa is on the 
far right outside. In homage attitude (kneeling, heavenly look, with Betgestus and hands outstretched) presents the main 
character. His negroid physiognomy and colorful pleated skirt catch the eye of the beholder. To her side, another figure is shown 
in half-figure. As a headdress she wears a so-called Nemes headscarf, as known from depictions of Egypt's pharaohs. The red¬ 
skinned group of America comprises three persons filling in the picture foreground. A woman with a child leaning against her 
leg is kneeling on a lawn. Her muscular attendant, who is shown in rear view and is lifting up a large tightly tied package, both 
ignore. Her attention is up. Directly behind the package is a quiver of arrows to see, but it is unclear whether this is to count 
Africa or America Group. An angel with two trumpets represents the link between the continents and the events in the upper two 
thirds of the image. Two flags hang from both trumpets, on which parts from LK 29,19 are embroidered. On the red flag of the 
left trumpet is: HOC EST ENIM CORPUS MEUM (For: For this is my body). On its green counterpart reads: HOC FACITE IN 
MEAM CO [M] EMORATIONEM (German: Does this to my memory!). The angel proclaims this call with this trumpet all over 
the globe. 

The three pictorial zones of the choir fresco - heaven, Mary together with the 12 apostles and the group of continents - 
correspond to the three levels of salvation history - the incarnation of Christ: salvation; the assembly of the faithful: the church; 
and the spread of the faith: missioning, with the middle zone as the linchpin. This becomes clear in a passage from the sermon of 
St. Cromourius of Aquileia: "One could not call it a church unless Mary were present, the mother of the Lord. The Church is 
where the incarnation of Christ is proclaimed from the Virgin; and where the apostles proclaim, there you hear the gospel." [1] 

At the top of the list stands God the Father, at whose command the Holy Ghost first announces to Mary the glad tidings of the 
birth of the incarnation of the Savior, the beginning of his real immediate activity on earth, represented here by the boy Jesus 
above the altar with the Eucharist cup and the cross, the symbols of the death and resurrection of Christ. 

Again, after the ascension of Christ, the Holy Spirit brings the disciples who remain in harmony and unanimous prayer, and the 
mother of Jesus, Mary, the blessings of the Holy Ghost (Acts 1:14,2,1-13), thereby marking the beginning of the church 
Community (middle zone). A sign of the personal belonging of this community of believers is the common confession of God, 
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expressed in the Symbolum Apostolorum "I believe in the Holy Spirit, the Holy Catholic Church, communion of saints, 
forgiveness of sins, resurrection of the dead and eternal life". Condition for entering the Christian community is the sacrament of 
baptism. [21 In Matthew 28:19 the mission of baptism is combined with that of proselytization: "Therefore go to all nations and 
make all men my disciples; baptizes them in the name of the Father and of the Son and of the Holy Spirit". As shown in the last 
third of the picture: here the continents are forced into the active role of the mediator in the passive role of the recipient or 
candidate and the bearers of the mission, that is, in the more comprehensive sense of the Ekklesia. [3] After the baptism, the faith 
community takes part in the Holy Communion - as if on the flags For this is my body ... Do this in my memory proclaimed - again 
and again again directly in the redemptive work of Christ's share. 

With regard to the European presentation, there is another level added. Taking into account the Christian interpretive context, the 
Roman costume and the signs of divinatory experience recall the conversion of the first Christian emperor: Constantine the 
Great. The interpretive gesture and the celestial look of the European personification convey an impression of the deepest 
excitement typical of visionary representations. In particular, his right hand, which points to the heart, expresses his newly 
awakened "love for God". This alludes to the central event of conversion in the Emperor's life: the vision of the Cross. In his 
confrontation with his brother-in-law and adversary, the Pontifex Maxentius (f 312), on the eve of the battle in October 312, 
Constantine had a vision in which God spoke to him: In hoc signo vinces ! The subsequent victory at the Milvian Bridge heralded 
the so-called Constantinian turn, that is, the personal conversion of the Emperor to Christianity. This event made Constantine the 
forerunner of the Christian faith. His role in consolidating the structures of the Christian Church and in spreading the faith is 
further emphasized by the fact that Constantine points to the spiritual symbols of the Church - Tiara, Key of Peter and Pope's 
Cross. Another prominent example of this double occupation of the European personification by a historical figure can be found 
in the Augustinian choir church St. Thomas zu Vorau in Styria. [4] 
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Sermo 30: 1; see. Lemarie 1971,133: "Done, on ne peut parler d 'Eglise si Marie, la mere du Seigneur, n'y es avec ses freres: 


car Teglise du christ est la ou l'on preche que le s'est s'est incarne de la Vierge: et l'on n'entend l'evangile que la ou prechent les 
Apotres, freres du Seigneur." 


cf. Romberg 2008. 

p. See also Poeschel 1985, p. 250f .; Romberg 2008 


[4] 


A comprehensive interpretation of the Vorauer program can be found in: Romberg 2010,75-102 


Iconography of the overall equipment (medium-specific) 
From West to East: 


LONG HOUSE 

• Middle picture: the church donated by Christ (original topic) 

• Hochschiffwande: The four continents 
PAGE SHIPS 

stations of the Cross 


CHOIR 


• Middle picture: Salvation through the incarnation of Christ, 

• Page pictures: four representations of the dignified and unworthy reception of Holy Communion 
Conservation status and restoration 

The ceiling frescos in the choir are in good condition. In the course of the first complete renovation from 1872 to 1875 they were 
the last to be restored by Eduard Mayer (1831-1897) from Wiesensteig. The four lateral choral frescoes, he improved only eight 
years later in 1883, where he, according to the parish chronicle, "sometimes made too much change" have. The existing flatness 
of some rooms and garments as well as the resulting difficult readability in the main fresco suggest, however, that the 
intervention of Mayer was also stronger in the main fresco. For example, the finer group around Europe is in contrast to the flat 
garments in the Asian group. 

The earthquake of June 27,1935 scarcely damaged the chancel frescoes, in contrast to the nave. During the early 1970s 
(1969-1973), only the exterior of the church were renovated, dedicated to the recent total renovation from 1992 to 1996 also the 
interior. It was carried out by the Sigmaringer companies Buff and Schulz-Lorch and the company based in Unterwalhausen 
Ehninger. [21 



Parish Chronicle, cited after: Beck 1997, 8; see. also Bleicher 1986, 213. 
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™ "The renovation of the church was completed with the restoration of the choir" Bleicher 1986,213. Beck 1997, 8f KF 


Scheer 1997, 8. 


Dating and attribution problem 

The fresco is indeed with the initials of Franz Ignaz Oefele - OE [ligiert] IF - signed, but undated. Manfred Hermann and Otto 
Beck date it unfounded to the year 1755, while Walter Bleicher, however, in contrast to Esperlin paintings only speaks of an older 
ceiling fresco. Ulrich Knapp takes up Hermann Beck's dating, in the most recent artist monograph of the sculptor and plasterer 
Joseph Anton Feuchtmayer (1697-1770), who is responsible for the stucco decoration in Scheer, the choir equipment at the time 
of death Joseph Wilhelm Eusebius of Waldburg-Friedber g -Scheer 1756 still considers as unfinished and speaks in reference to 
the painted high altar ascribed to Oefele of striking parallels to designs from the workshop Feuchmayer. Since this is so far only a 
hypothesis on the part of Knapps, first, especially considering Oefele's career seems an earlier dating into the core phase of the 
equipment more plausible. In addition, secondly, it is hardly possible to speak of the completion of 1752 [4]_ when the heart of the 
church, the choir, is not yet equipped. Thirdly, there is basically no longer any clear question to be answered today as to why the 
choir equipment was actually given to a painter other than Joseph Esperlin . After completing his activity in the nave in 1752, he 
was able to paint the choir directly afterwards, since he was in the service of the counts until 1756. For this time, only Altarbilder 
occupied for Esperlin. [5] 

A rough outline of the work phases shows: The exact start of construction is uncertain due to missing sources. Consecration 
certificates of various altars suggest the year 1742. The construction management was the Wessobrunner plasterer Nikolaus 
Schiitz (1693-1785) transferred. After the Gothic building structure had been adapted to the taste of the time, [8.1 Joseph Anton 
Feuchtmayer first received the commissions for the altars as well as the pulpit of the church, which he was to conclude by his 
work in Birnau only in 1751. Furthermore, it is proven for him that in 1748 he modeled the rococo decoration and the stucco 
marble paneling of the columns in the nave. In an entry of the Rentamtrechnungsbiicher from the years 1748/1749 finds a "H 
[err] schiz" mention. This is presumably Nikolaus Schiitz, who stuccoed the aisles until 1747. [Ill The "stuccador" of the choir is 
unknown. [12] It is likely that this was also carried out by Schiitz. After completion of the stucco work, the painters took over. 
The works of the painter of the nave and the aisles Joseph Esperlin (1707-1775) are occupied by different dates. He worked on 
the equipment from 1747 to 1752. Also in the run-up to his Birnauer activity provides Gottfried Bernhard Goz (1708-1774), who 
was at that time for the fresco of the collegiate church in the nearby Dominican convent Habsthal, still 1748, the two oil 
paintings for the side altars, one of which was the leaf for the Salve Regina altar. 

Based on Oefele's biography and the progress of the work, an earlier dating of the choral frescoes around 1748 could be 
introduced into the discussion. At this time Oefele was in Riedlingen with the painter Joseph Ignaz Wegscheider (1704-1758). 

His artistic activity paused due to his mayoral office, which he exercised from 1744 to 1753. This could justify both the short 
residence time of Oefeles of half a year as well as an activity Oefeles in Scheer. The distance Riedlingens to Scheer (17 km as the 
crow flies) as well as the work of various artists Oefeles in Scheer - his former teacher Goz and his colleague Schiitz - represent 
potential connection points for an early activity of the artist. Furthermore, speaks against a late dating to 1755 that Oefele was 
already working for Balthasar Benedikt Albrecht in Munich as "Scholar" and was about to move to Italy. The importance of the 
Scheerer contract does not justify taking a detour in terms of time and travel. 

Finally, Knapp's observation of a design by Feuchtmayer for the high altar also supports an earlier dating. Feuchtmayer, whose 
only surviving signed and dated design for one of the side altars (St. Sebastian) is regarded as the terminus post quern of his work 
for Scheer, therefore began in 1743 with the planning of the altars. It would be plausible that in this design phase, Feuchtmayer 
also helped to design the high altar, which was actually the most important piece of equipment, since the altars and the paintings 
corresponded in perfect harmony with the architectural conditions. For plastic execution Feuchtmayer no longer came because on 
the one hand his Birnauer activity pulled him off for two years by Scheer and on the other hand, the escalation of the debt of the 
rule, which ended in the compulsory administration in 1749, austerity measures made necessary. The high altar was probably a 
victim of this. [17] At the time of Oefele's stay in Riedlingen, therefore, the necessary initial drafts could have been available. 


Ill 


See Hermann 1981,167; Beck 1997, 21. 


| 2 | cf. Bleicher 1986,196. Here he is followed by Dehio BWII / 1997, 645 and Engelberg 2005, 610, both of which date the 


fresco into the core phase of the baroque era 1742-1752. 


pj Cf. Knapp 1996,138. 

^ This is unanimous research opinion: Keppler 1888, 310; Kgr. Wiirttemberg 1907,469; KDV Saulgau 1938,126; Manual BW 
1980,698; Pudelko 1938,22-27; ADB 4/1959,656; Bleicher 1986,195f .; Harrer 1995,400; Dehio BW II / 1997,645; AKL 
XXXV / 2003,90; Engelberg 2005, 610. Beck varies in the specification of the working period Esperlins in Scheer. On the one 
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hand, in 1752 he writes "Completion of his local activity" (1997,20) and then 1748-1754 (22). 


rci S. Short biography of T UTJ r (1707-1775). 
|51 & r J Joseph Esperlin v 7 


[ 6 ] 


See Boeck 1948,29; Scarcely 1996,136; Beck 1997,6. 


[7] 


For a short biography, in which, however, Scheer strangely goes unmentioned, see Schnell / Schedler 2001,278-282. 


[81 


The windows were enlarged, the Gothic side altars, the keystones and the vault ribs removed. See Beck 1997, 6. 


[9] 


Cf. Knapp 1996,139f. u. K 232-237, K 255f., K 265-270. 


Richard Boeck speaks of a close collaboration between Esperlin and Feuchtmayer, which is particularly evident on old 
photographs of the destroyed fresco on the triumphal arch. Here the waves and the spray of the stormy lake Esperlin are caught 
by Feuchtmayer's stucco. See BKA Marburg, Scan: mi08926i05a; Boeck 1948,109; Knapp 1996,137 and Fig. 180; Beck 1997, 
6; Engelberg 2005, 6Ilf. 


Cf. Knapp 1996,136. While Eva Zimmermann, who cites the entire entry in her essay (1993,270), still identifies "schiz" 
with Johann Schutz (1704-1752), research has since come to the conclusion that this must be Nikolaus Schiitz. Cf. Knapp 1996, 
136; Beck 1997,6. 


[12] ''^ e ^ eSS mono t° nous stucco" are discussed by Boeck Feuchtmayer. See Boeck 1948,247. 

Already for 1748, the equipment of TT . , , ^ ^ T . occupied for Schutz. See Zimmermann 1993,270; Scarcely 

J n r Haigerlocher Castle Chapel is r 7 

1996,138; Beck 1997,10; Engelberg 2005,611. 


[14] 


Cf. here the overview of the life stations of Oefeles. 


[15] See Spornitz 1959,226; Welti 1964, 327; ABfalg 1990, 337 

1^61 See Sauer 1932,55; 1934,218; Boeck 1948,29; Boeck 1963,19; Zimmermann 1993,270f .; Harrer 1995,400; Scarcely 
1996,136; Beck 1997,15; Fast / Schedler 2001,107. 


Pm See Beck 1997,6; Scarcely 1996,138; Engelberg 2005, 612. Where Engelberg partly falsely cites the economic decline and 
death of Joseph Wilhelm Eusebius in 1756 as a coherent reason for this structural "austerity measures". The economic decline 
was already one of its highlights in 1749 when the rule was placed under Fiirstenbergische sequestration. See Richter 1990,209; 
Ziirn 1998,406; 2006,247. 
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Building type: Church 


Location: Germany 
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Weerberg (PB Schwaz), SS. Peter and Paul 


Period of design: 1744 to 1745 
Artists: Josef Jais 

Theme Description: Christ hands the keys of the church to Peter. 

Left to right: Africa, Europe, Asia, America 

Source for continent order: (https ://translate .google.corn/translate ?hl=en&sl=de&tl=en&u=https%3A%2F 
%2Ferdteilallegorien.univie.ac.at%2Ferdteilallegorien%2Fweerberg-pb-schwaz-ss-peter-und-paul) 


The interior of the old parish church of Weerberg is dominated today by the mighty Vierungskuppel. This impression is not least 
due to the removal of a part of the original nave in the 19th century. Only a narrow yoke remained, which today rather has the 
character of a porch. 

The center of the fully frescoed dome occupies the large cross-oval painting, which shows the handing over of the keys of the 
church by Jesus to the Apostle Peter. In the center of the composition, Peter kneels before Jesus and receives out of his hand the two 
crossed keys of gold and silver, as can also be found on the papal coat of arms. Jesus points with his left hand to a standing on a 
steep rock chapel in the immediate background. On the left, angels and putti float with palm branches, to the right flings the 
Archangel Michael, protector of the church, his lightning against the allegories of vice and evil. The jagged lightning bolts that fall 
from his right hand and his shield surround the central scene of the key handover like a protective umbrella. The allegories of vice, 
of paganism, of heresy, of unbelief as well as demons in dragon and serpent form fall over the low balustrade of the pseudo¬ 
architecture into the church interior. 


It is symbolized by the Bible verses Mt 16,18-19, which are quoted in Latin on the four inscription cartouches surrounding the 
ceiling painting: "You are Peter and on this rock I will build my church and the powers of the underworld will not overwhelm it. I 
will give you the keys of the Kingdom of Heaven." 

On both sides of this scene kneel and sit the allegories of the four continents: Europe and Asia something in the foreground, Africa 
and America a little backwards. Europe is portrayed as a princess in a golden mantle, on her head she wears both a hoop and a 
coronet crown. At their feet lie tiara, papal cross and serrated crown as attributes of worldly and spiritual power. Across from her 
sits the allegory of Asia, her bare feet seemingly hanging in the dome. She too is richly dressed, wearing a golden headdress on her 
head, adorned with a large lying crescent - a reference to Asia as the continent of Islam. In her hands she holds a golden mace, 
which she offers in a humble gesture. Thus it is identified as a converted continent and overcome enemy. Immediately behind her is 
a colorful turban as an attribute, which is also provided with a golden crescent moon. 


In the back of Europe, the mighty semicircle of a blue globe can be seen, behind which the allegory of Africa remains in devotional 
prayer position. Her hands are folded, her eyes are turned to the ground. Africa is portrayed as a barbarian princess. Her skin is 
dark, her torso is undressed, her shoulders are covered with a striped cape, held by two knots, and a pleated apron around her hips. 
Her headgear is a turban with magnificent feather headdresses, pearls adorn her ears and wrists, and a spring bracelet encloses her 
upper arm. To identify it as Africa is above all the elephant, whose mighty skull is visible and which is an often used attribute of 
Africa. 


On the other side of the picture, America kneels behind Asia, beside the curve of a second globe. Like Africa, she appears as a dark- 
skinned princess in a cape, feather skirt and feather-embroidered turban. Pearl necklace adorns neck and wrists, in her raised hands 
she holds a large golden smoker. Behind her kneels a similarly dressed, slightly smaller figure kneeling. She supports her folded 
hands on the back of a large crocodile, which seems to roll over the painted balustrade with a grim look. This animal attribute 
clearly identifies the two figures as allegories of America. 


In the background are dense palm forests to the left and right. Thus, the contrast between the rich civilized continents of Europe and 
Africa, which can be seen in the image foreground in direct connection with the illusory architecture, and the two "wild" and 
natural imaginary parts of Africa and America undergoes a subtle reinforcement. 


Iconography of the overall equipment (medium-specific) 
nave 


central fresco: Transfiguration of Jesus on Mount Tabor 

Gusset: Gregory the Great, Augustine 

CROSSING 
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• Dome fresco: key handover to Peter, worshiped by the four continents 

• Pendentifs: Peter and Paul in the dungeon, crucifixion of Peter, Peter and Christ, decapitation of Paul 
TRANSEPT 

• Left: 

_ / 

o central fresco: Saint Theresa of Avila 

o Zwickel: holy Notburga of Rattenberg, St. Ursula of Cologne 

• right: 

o central fresco: Marriage of Mary and Joseph 
o Zwickel: St. James the Younger, St. Joachim 

CHOIR 

• central fresco: Last Supper 

• Gusset: washing the feet, resurrection 
APSE 

• central fresco: Lamb of God 

• Zwickel: distribution of the holy meal, Christ as shepherd 


Conservation status and restoration 

1981-1987 restoration of the frescoes by Josef Jais by Karlheinz Koll 
Cf. Dehio Tirol 1980, 874. 

Written sources and pictorial templates 

The subject of the four continents with world globe in worshipful posture is widespread. Details such as the postures of Europe, 
Africa and America or the striped mantle of Africa and the long-backward crown of Europe are reminiscent of depictions of 
Gottfried Bernhard Goz, which were widely used as copperplate engravings. For example, there is an undated drawin g in the 
inventory of the Hamburger Kunsthalle and a print depicting the glorification of the Eucharist by the four continents . A very similar 
representation of the continents made Jais the following year in the church of St. Nicholas in Dormitz . 
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Ipthausen (Rhon Grabfeld), Marys birth 

Period of design: 1746-1754 
Artists: Georg Anton holiday 

Theme Description: Glorification of the victory of the cross and the apotheosis of Mary through the four continents. 

Source for continent order: ( https://erdteilallegorien.univie.ac.at/bilder/ipthausen-rhoen-grabfeld-mariae-geburt/ipthausen-rhoen-grabfeld-3 ) 


Iconography of the overall equipment (medium-specific) 

From East to West: 

LONG HOUSE 

• northern page pictures: 

o Prophet - Inscription: ECCE virgo concipiet et pariet filium, et vocabitur nomine eius Emmanuel Is. 7,14 
o Emblem: unrecognizable - Banner: Electa ut sol 
o Prophet - inscription: unrecognizable 

• Central panel: 

o Prophet - inscription: HOSTIAM et oblationem noluisti corpus autem aptasti mihi. Ecce venio ut faciam voluntatem tuam Hebr 10 
o Glorification of the victory of the cross and the apotheosis of Mary through the four continents 
o Moses - Inscription: INIMICITVS Ponam inter Te & Mulierem & c: Ipsa conteret caput tuum & c .: Gen: C. 3. V 15. 

• southern side pictures: 

o HI. Inscription: LAPIS autem factus est mons magnus and implevit universam terram Daniel II 35 
o Emblem: crescent moon with shining star - banner: Pulchra ut luna 

o King David - Inscription: ASTITIT Regina a dextris tuis in Vesti tu deaurato circumdata variate Pslm 44 V 10 
CHOIR SHEET 

• Coat of arms (stuccoed) 

• Inscription cartouche: BEATAM ME DICENT OMNES GENERATION Luca Cl V. 

• Coat of arms (stuccoed) 

CHOIR 

• northern side picture: emblem: tree 

• Means images: 

o Emblem: pans 

o Triumph of the Archangel Michael over sin and unbelief 

• southern side image: emblem: bronze serpent 
Written sources and pictorial templates 

There are two designs for the representation of the continents, preserved in the MvW Museum in Wurzburg (Inv.No .: 1810,1900-1902). While the 
first draft (No. 1902) provided only in the four corners of the four continents in small groups, the composition changed - in all likelihood under the 
influence of the incurred at about the same time staircase fresco of Wurzburg residence - insofar as that now distribute the continents over the entire 
frame of the ceiling fresco. However, direct takeovers of Tiepolo's earthquake fresco can not be determined. Rather, there are parallels to Tiepolo's 
Imperial Hall fresco in the Prince-Bishops' Residence (blond page of Europe, river god with oars) or to Tiepolo's work at Palazzo Clerici in Milan 
(the dog shown in back view). It is certain that Tiepolos held sketches during his stay in Italy (Bologna, Venice) from 1744-1750. [2] 


HI 


For details see Knott 1978, 243-247. 


[ 2 ], 


Ibid., 10. 
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